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Annamacharya 




By 


Dr. Manchata Jagannatha Rao, Hyderabad 


I t will not be 


an exaggeration if we 


Influence of Annamacharya 

Annamacharya started 
Sankirtanas at 


»av that that Padakavita Ifitamaha Sankir 


composing 
sixteen and 


tanacharva, Tallapaka Annamacharya 
the grandfather of Karnatic 
the kirtana form been 
all the characteristics i 


, was 

Music. Had 


continued to compose till his death in 1503 


in full bloom, with 


A.D. Purandaradasa who lived between 
and 1564 A.D. 


in those days-(Dhru- 

pad and Dhamar, the then prevalent 
forms popular 


received the blessings 


of his Guru in 1 525 and he 


was conferred 


in the country, were facing 

extinction with the advent of Khayal 
Thumri etc.)-there would 


the “Dasa 




* 




name, by which time Annama- 


t 




charya's music was being 
the Southern 


not have been 

Sankirtana Lak- 
Whatever it 

mentioned, 

popular in the 

countryside such as Daruvu, Jakkula. 
Daruvu, Yelalu, Gobbtllu, Chandamama 
Padams etc., besides prosidical forms like 

Mattakokila, 
virajitaetc. which 

music 


sung 


neeo to codify and write 


outstanding 


country. 

example to show’ the profound 


by Annamacharya. 
n ight be, Annamacharya has 
in his Sankirtanas, forms 


influenc 


i 


l 




on Purandaradasa 


is 


the geetam 
neeranu 


in Raga Malahari * ; Keraya 


fi 


compared 


to Annamacharya' s 


Neeve Neravugani 


it 


j * 


(Ann. Vol. 8-49). 


It is well known that, 
Pillari Geetams 

music 


ra, 


except for the 




■ He categorised these 


no 


J 


as 


Purandaradasa 


or his 


musical form), Dwi 


elder 


Dhatu (one musical 


Annamacharya, is 


available today. It is 


pattern for Pallavi 


and another for 




is a matter of specula- 




tion as to how 


& 


was the 


music of that great 


n 




seperate vaggeyakara A 
charanam), Chaturdha- 


> 


musical pattern for 


nnamacharya 


i ■ 


tukam, Pancha 


, etc. 

The Two Pillars 


Re-construction 


I would like 


Chinna 

has mentioned in his 

Annamacharya' 
Annamacharya 

met and had 


to quote 


an ex 


3 




* 


Dwipada 

s I'fe that it 


to a different field 


work 


altogether, 


on 


none the less relevant 
in g the musical 

concerned. By unearthi 

^nd inscriptions belonging to 

archaeologists 


as far as 


was a fact that 

and Purandaradasa 


patterns of yore 


had 


ng a few terra- 


on 


several occasions. 

acclaim Purandaradasa, 

foundation for the I 


ft i 


ls but natural 


to 


the past, 


are able to recon- 


laid the 


u 


I 


teaching system of 


dynasties 


music und their 

nty* based 


5 


culture for the benefit 


k . af ya for not onlv 

ting rules as to how 

written but also 
\dhyatma and Sri 


formula- 
kirtana should 
composing thousand 


. t . , 0n factual finding 
be through history g 




s interpreted 
musicolo- 
the compo- 
a little 


elc - Likewise, 


* 


can delve into 


as 


ire the pillars of the edifice 
nusic. 


scions of 

earlier 

first find 


who lived 


c 


or later 
out the 




common 


ragas used 


<») 


during that period. 


We can get to the 


Distinct Ragas 


nearest form the 
we tune his 


composer visualised 
compositions 


if 


Some of the Ragas used by 
charya such as Telugu Kambhoj' 
Malahari, Dravida Bhairavi 
Abali. Amaraindhu. 


Annama- 


in the 

ragas as were handled by other 

of that period 
task which should 
institutions like 


same 


U 


compo 
is a gigantic 


Desalam 


This 


f 


9 


Mukhari 




panto 

Suddha Ramakriya. 


be 


undertaken by 


f 


Rayagowla, Narani. 


the Tiruraala Tirupati 


Sourashtra Gujjari are not even available 


Devasthanams. 


today in their skeletal 


shape with Aro- 
Another 


hana and Avarohana 
is that 


problem 
Mohana 


Categories 


ragas like 

can be discove- Kalyani, Ananda Bhairavi 
14 thousand odd vogue durin 


One striking feature 


i 


were not 
If they were, 
names per- 
Mohana 




red 


if we read the 


diat period. 






songs of Annamachary 

There 


they were sung under different 


so far published. 




distinct 


categories of songs, haps 


are 


Though 


Kalyani 

type, heavy Saranga, Ananda Bhairavi 
a to be Kshetragna 


such as 


f 




folk 


i etc ,wcre used by 


subjects like Padams of Kshetragn 
sung ‘ 


we do not find these 


5 


ragas 
period. After 


■ Vilamb ikala, simple kirtana 


like modern lyrics with Kshetrag 


na, ragas 
Abali 

We find 


Khanda Sindura 


beauties that 
light, devotional 


could be 


9 


Tilaka 


sung as 


and Amarasindhu also 




songs and so on and so 


vanished 


a stray composition 

Kan- 
. Arabhi 


forth. Ragas 


were mentioned 


the of composers of yore in 


on 


copper plates but no mention of tala 


nada Goula, Reetigowla, 


was 


made. Perhaps the inherent rhyth 




in the Lalita, Vasanta, Phalamanj 
mention of tala ram), Hindola Vasanta 
superfluous. 




etc. 


out 


been felt as 




of these ragas, 


many were not employed 
by Kshetragna like Sudha Desi, 

Balahamsa 


Influence 

If we examine the available 
Kshetragna, 

Kshetragna drew inspirati 


7 




Devakriya, 
i, Chayanata, 

I Undolavasantam, 




J ‘ 


Malavasri, 


texts of 


varali, 


safely conclude 


we can 




Bangala, Kuranji 


i etc. 1 i we tune the 


his 


ion 


great 
to the 


composer s songs with due respect 
delicate sentiments 


9 


sure house of compositions 

words typical of the common folk, 

*. » * 

thought content 


ge of 
allegory 




songs, in the natural rhythms the lyric fits 
in, I feel we 


> 


may get closer to the 


in most of the 
padams reveal how deep the influence of 

Annamacharya was 


version 

by the great composer Annama^ 


* 


charya. 


on Kshetragna. 
cally, I feel that we can deduce the 

cat excellences of Annamacharya from 

hundred and 


Logi- 

musi- 


72 Melakarta Scheme 


a padams. 


300 years ago, 
yore shaped music as a science, formulated 




musicologists of 


odd of which 


are available to us in 

versions 


their 


near-authentic original 
is only this way I tuned 481 Annaraa- 
charya kirtanas and the T.T. Devasthanams 
printed them in three volumes. 


. It rules and regulations and propounded the 


72 Melakarta scheme, fitting 
available ragas i 


in all the 


m that scheme. 


By 


dividing the 12-note scale into 


purvanga 


vikruti would not have been bestowed with the 


and uttaranga, giving suddha and vi 
names to the notes, these melakartas were 


treasure 


Now the 

to a 


of great composers. 


created. The twenty -two sruti theory 


was ions 


at that time and the Gan- 


a so in vogue 
dhara. Rishabha and Nishada svvaras 


eccentric alapanas, meaningless 
sangaus, crude neravals and complicated 


could not fit in 


Suddha gandhara for 


were 


as 


Chatusruii Rishabha, Shatsruti Ri 


uneven propo- 


na 




sw 


way it is not wrong, as 


rtions today. In a 
it is in tune with the tastes of today! In 


for Sadharana Gandhara, Suddha Nishada 


for Chatusruii Dhaivata 


Shatsruti Dhai- 


5 


singers and composers sang 


those days. 


vata for Kaisikinishada : 


and this 

nomenclatures were created for the twelve 

notes while formulating the 72 melakarta 
scheme. 


before their God. in praise of God 's glory 




and to express their devout feelings out of 


But todav, the chief aim of 


an artist is to please the audience by acts 
of gimmicks. 


Vanished Glories 




In this p roc? st 
certain not s vanished. 
some ragas bv their 
lived. Ahiri 

Saindhavi, 


delicate 


shapes of 


J 1 


Reasonable 


• * 


I 


wider popularity 


sur- 


Todi 




sers of the past centuries be sung 
minimum modifications suited to modern 
trends but at the same time without devia- 


Huseni and 


Mangalakaisika 


the 


Wi 


best examples. 


Likewise, those 


which could not be fitted into the frame- 


work of the 72 melakarta scheme 


of the 


were to 


be treated as a distinct 


composition. I can 


safely assert 


that, out of the thousands of 


were 


Bhashanga Ragas: 


as 


Bhairavi, 

Dwijavanti, 


O! Annamacharya. 


Ananda Bhairavi. 


of 


3 


M angala Kaisika 

^ 

Bilahari 


Devagan- 


would 


dhari, Kambhoji, 


I 


t 


belong to this catagory. 


sangatis and swara kalpana. 


1 


In the ease of some 
Samaniam 


ragas such 


as 


But, of the available 700 odd Thy 


and Neetambari 


aea- 


w 


e- 


raja kirtanas, today vvr are 


red by minor shades in swaras, the stron- 

Neelambari 


more than 200 kirtanas frequently. 


Divya 


ger one 

Samantam went into oblivion. 
Bilahari pushed out Dcsakshi 
background. 


survived 


nama 


av 


Similarly 
to the 


-4k 


kirtanas and songs from WBk 
few, are less frequently heard 
trotted out being that these 

lend little scope for these modern embellish- 
ments. 


operas, barring a 


the 


reason 

ions 


Distortion 


Today the ultimate 


goal 


of music is 


Likewise. 


Ramadasa’s kirtanas 


the plat form, in olden days the ultimate 


goal was the temple. Today, it cannot 
but be said, though regrettably, the 
the song is secondary to the 

carries ; but in the olden days, 

a mere vehicle to the song and hence the 
lyric and its purport were more i 


and 




t 


( 


Adhyatma Ramayana kirtanas 
arely heard. Annamachary 
immense wealth ol 

which it is our duty to 


are 


text of 
music that it 
music was 


i 


a gave us an 

out of 


po 


at 


a few hundieds 


of them in the 


important, ragas used by the 
then. 


composer m a manner 


Jf that was not the situation 




Ovj 


Ragas and Rasas : 


of.cj: 


am 


By 


E. N. Purushothaman, M.A 
Maarthi Indira M.A. 


music, has only three notes: 
rishabham and nishadham. Is Samaveda 
so enchanting and uplifting due to the 
charm of these three notes or due to the 
magical effects of its cadences ? God 
knows! That is the mystery of music, 
which is beyond the reach of the human 
mind. Thyagaraja himself 
nada marmamu. 
vaguely, is that this is 

Time and Sound, the two eternal cosmic 
principles. 




This fascinating theme has been haunt- 

long time. Not finding 

absorbing subject, we 


ing us for a 


any work on this 


decided to review and analyse our own 

This ambitious 


in this field. 

of ours is only a record 


experiences 
but humble essay 


The 


inquiry and experience. 


of our own 
conclusion we leave to the learned readers. 

the feelings of lay 


All that we can say, 

divine union of 


Honestly 


understand aesthetics 


not the findings of pundits in Alankara 
Sastra. 


As we find Kambhoji a versatile 

a many splendoured 


we say 

have chosen this raga for this 

We selected differ- 


raga, or 


Unique Feature 


raga, we 


The raga is a unique feature of Indian 
music. It is not there, in any other music. 


practical experience. 


in Kambhoji and 


ent types of compositions 
requested the best singers in Hyderabad 


to our knowledge 
bound by its ascending and descending 
notes, it is absolutely unbounded in its 
scope for elaboration and interpretation, 
depending on the creativity of the artist. 
The great pipers of those days, Nadaswara 

played only one raga fora whole 

night, while leading the deity through the 

nag a ra 


to sing those pieces for us and observed 


There- 


emotional reactions to them. 


our 


very personal 


fore, this attempt is 
attempt and the result also may be a very 

But we are glad to say 




subjective result, 
that the singers also agreed with us. They 
are all seasoned and reputed musicians. 


Vidwans, 


veedhis, during the Brahmmoth- 


Def inition 


all its moods and* 


delineated 


savams 

phases, explored and demonstrated all its 
depths and heights. 


A BiblicaLproverb says, definition of 
the beginning of knowledge. We 


Listening to those 


terms is 

shall therefore try to define our terms first. 


like sailing down the course 


of a mighty and majestic river, 


enjoying 


is a combination of notes 


A raga 

produces a melody that 


the grandeur of its imposing^^^^^^^^H 

d the thrill of its occasional 


delights the 

According to sangeetha motion an 

comprise not less bends, curves, eddies, rapids and swirls 


human heart, 
sastra, a raga should 

than five notes. But the 
Samaveda, which is the very source of our 


the gurukulant for the rasikas ot 


glorious It was 

those 
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Bank of India's 'Star Card 










service 




■ 




* 






How often have you found yourself 
pressed for cash at an odd hour? 

ror those in this predicament 
ol India's 'Star Card 


And that's not all. 'Star Card 
counters also cash Travellers' Che- 
ques in Rupees, t Sterling and US $ 

Bank of India 


* 










$ 


_ t . service now 

operates in selected branches 

Bombay, Poona and Delhi. 

8.30 am and 8 pm, Star Card 

may cash cheques drawn 

sonal accounts in ; 

the same city, for 

Rs.500. 
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, Star Card' So 

you re never caught without cash 


in 
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Between 

holders following branches: 
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■ 


on 


per- 

any BOl branch in 

amounts up to 


Ch,L.n, H C . 9ate ' Electric House; 
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What nostalgic memories ! 


verse and transmits it to posterity 


as a part 
It is from these 


of our cultural heritage. 


Where do the 
knows that the 
But how to coax 


ragas dwell? Everybody 
ragas dwell in the swaras : 


consecrated repositories 
or musical poetry that ragas are produced 
proportionate to one's praaptht. 


of poetical music 


a raga to emerge from its 
retreat and parade its beauty before the 

music lovers ? In other words, how 
we render the alapana of a raga ? Can 
render a raga merely 

notes ? To come to the 
elaborate a 


can 


we 


Now to turn to rasa, 
tic delight and the enjoyment of i 

or mental. When we 
read that Dhushyantha was devouri 

of Shakunthala, lurking behind 


Rasa is aesthe- 


on the basis of its 


it. It may 


point, can we 
is devoid of 
compositions 7 So far we have not heard 
the alapanas 


be visual or aural 


raga which 


ring 




of such ragas as Agni 
Gopamu (20), Aahori (20), Kala kanti (13). 
Kallolamu (18), Kaalindhi 
Gadhya (56), Guru Gadhya (56) 

dhari 




thicket, are we not gladdened by aesthetic 


pleasure? Or, when 


we see in a dance 


(22). Gari 
, Jataa- 


drama, Shakunthala writing 

to Dhushyantha, 
leaf with her tender finger nail, 
transported by aesthetic joy? Or, when 
hear divine melodies floating from some- 
where, are we not drowned in aesthetic 

our alankarikas has 
defined rasa as a ripple on the surface of a 
tranquil mind. What causes this? This 
ripple is caused by 
heard or seen. 


a tender love 


on a tender lotus 


(52), Dheerakaari 


C 59), Dhairya- 
Barbara (64) and Shikaari 


mukhi (9). 
(56), which 


are we not 


we 


not attracted 
composer down these centuries. 


any 
The 

numbers in the brackets are the melakartha 
numbers. One may attempt, but it would 
be a vain attempt* 


rapture? One of 


a situation, read or 
What is read or heard is 


Therefore, in our 
raga acquires its flesh 

corporeal mould, from the songs compos- 
ed in it. In plain words, the 


humble opinion 




and blood, its 


couched in language, 
is grasped in language only, because there 
can be no thoughts without words and 
there can be no feelings without thoughts. 


Even what is seen 


notes constitute the body and the soul of 
a raga. When a good singer 
raga we can usu 


unfolds a 


say what song he 
going to sing, because the way the 


Hence, sahithya is as essential 
raga is sangeetha for the creation of 


is 


We 


rasa. 


presented gives a glimpse of the keerthana 


would say that sahithya is the real source 
of rasa. Our alankara sastra is confined to 

mainly, 
, as in 


to follow, in short, it gives us 


a foretaste 

More and more songs are composed 
raga, more and more the raga reveals 
itself, both in form and spirit, 
new dimensions. 


of it. 


sahithya only, poetry and drama 
which often go hand in 
It develops Kalidasa and Shakespeare. While the 


in a 


raga 

abides in the swaras, rasa abides in the 


That is how ragas like 
Sankarabharanam, Thodi, Bhairavi 

Karaharapriya and Kambhoji have become sangeetha enhances 


Kalyani, 


Sahithya generates 


bhavas. 


the rasa 

and elevates it. 


According 


to his own 


i ragas 

genius, a composer captures a raga in a 
pertain mood, either because it 


Compositions 

We will now go through the com- 
positions, beginning at the beginning, 
with a Geetham of Purandara Dasa. 


serves 

it excites his 


purpose or 
aesthetic sense 


preserves it in his sacred 









which has lot of sringara in 
it, Kambhoji also displays lot of its 


'sarasaku 


Geetham 

Mandhara Dhaare Moksha Muraare 
Dhaithya Kulaanthaka 
Moorthe. 

Padasubha Rekha Makuta Mayoora 


t 


and ‘oyyaramu' 


oyyara. 


Paavana 


which are from the vocabulary of sringara 


unable to 


even passable 


we are 


equivalents in English 


only recognise 


Keerthanam 


We don t 


that the ragarn is Kambhoji 


i k 


/ 


It is arid and 
bereft of emotion, though the first line is 


get any feeling at all. 


I t 


|I 


in Carnatic music and o le of the 


a memorable 
words 

music must have felt this would suffice for 
the novice. 


erne 


The founder teacher of Carnatic examples of Thyagaraja's amazing genius 




for transforming the heights of Vedanta 

This is his 
unique contribution to the world of music. 
Starting in a low and despondent tone, it 


into the heights of sangeetha. 


Varnam 


Tharani Ninnubaasi Thaalatednura 




surges up at 'vinnave . to emphasize how 


Dharalo Veiasina Sri 


Thyagesa poignant was the devotee' 


s agony, which 


Jagadheesa. 
Sarasaku Raara 


was caused by grave doubt and distrust. 
The pallavi reads like a padam 

of nayaki questioning 
who has poisoned your 


as the 
the nayaka 
mind against 
in padams and 


Phidil Ponnuswamy 


i c 


This varnam starts in the mandhara 


* I 


is a common idea 


me 


sthayi and reaches the thara sthayi in the 
pallavi itself 

all the involutions of the 


the [ next 

anupallavi throws us 
well of divine 


moment, the 




The pallavi 


unawares into the 


projects 


raga, the whole 

gamut of it. and rouses the heart 
last word Medhura*. 


despair. 

at the digesting all the srutis and 
Here we get the raga mystery 
raga bhavam. Almost as ever 


Even after 


i * 


smritees, your 
iemains to me as bewildering 

Suddenly 


swaroopam 

all the notes of the 
this word. 


If# 


bemoans Thyagaraja. 


raga converge on we are submerged in bhakthi 


rasa, fathoms 

as that word pours out the deep, and suddenly, Kambhoji bursts into 
agony of the nayaki. The Cheli tells the full bloom. With a fine take-off at 
nayaka that the nayaki is unable to suffer ' avanilo \ the raga soars to the summits 
nis absence. This is vipralamba sringara of melody at * arsheya * 
rasa, the pangs of separation, 
bhava and the sahithya bhava 
as if they are one. 


and ' pourusheya ' 
and then equally suddenly, sinks into des- 
merge here, pair again at * 

This is 


The raga 


chodhyamerugalenayya 

in Kambhoji and 


i 


In the third line 


an immortal line i 


again 

see Kambhoji in the 
ng mood of pathetic love 
ing with the spirit of the words. 




A* 


sarasaku raaraa" 


we 


in this line 


Kambhoji i 
poorna lavanya swaroopam, 

gandhara. 


assumes its pari- 


accord- 


inspired with 


t 


The immediately following j 

dha dha. 


After swelling like 
ni ni, further the anupallavi, the 
raga. This is 

aesthetic skill 


lantas- 


a river in spate in 


waras, sa sa. 

ight this mood of the 


raga subsides into a 
p acid flow in the charanam. 

At Bhaktha * Paraadheenam 


'* Aham 


the 


composer s 


is the essence 


4 


of the Charanam, and at 


line of the samasticharana, the raga makes 


f 


raa- 

\ Kambhoji pleads with the Lord 


lovely landing 


a lovely spot, 




on 


I 


in profound frustration and meekly reminds 


i i 




I I 


and revels there. 


i 


I 


Him of His earlier asseveration that he 


The very complexion of the raga changes 


was but a devotee of his devotees 


It is 


here because the bhava is so different. 


« 


# 


immensly 

to the spirit, which is distressed by a 

faith. Thus 


soothing 


At ' palineem ' in the pallavi and at 

in the charanam, the accent 
is very potent. This glowing phraseology 




renewing 


mohineem 


# 


we have 


n 


I 


Kambhoji J in 


different 


in this song. 


only forms fused with the distilled 
There is 


essence of Kamb- 


of an abounding bhakthi yoga. 


hoji, which we consider as the queen of 


some jnanayoga in the anupallavi. 


But it Carnatic ragas f 


is soul-stirring. We are lost 




is lost in the flood of bhakthi yoga that 
comes in the wake of it 


in mute admiration. Admiration 


is a 


rasa. Adbhuta. 


# 


Sri Suhramanyaya Namasthe 


£ £ 


i I 


#- 


■> 


4 i 


i l 


In this song, we see Kambhoji in all its 
imposing grandeur. How imposing is the 
sahithya also: "Namasthe ", "Namasthe 
Dikshidhar repeats, as though he is wel- 
coming Lord Subramanya who is coming 
to meet him. In 
style, this song is studded with glittering 
words and phrases. The neraval at k Vaasa- 
vaadhi Sakhaladeva Vandhithaya ’* is not 
only exalted with appealing long notes but 
is embellished with delicious niceties 




This is another lustrous planet in the 

Commencing in a 
low pitch, in a meek and humble tone 

deenathvam 

which the great lexicograp- 
her, Brown, has given to this word, do not 
satisfy us. 

self-pity. At the extreme point of this 


galaxy of Kambhoji. 


# t 


3 


the raga sinks deep into 


4 * 


the typical Dikshidhar 'he meanings. 


as 


sa ri sa ni dha 


The combinoticn 


hearts. 




We wonder whether 
such a bewitching phrase occurs a 

itself where else in this raga 

the anupallavi also is very moving and at 
dhaivamu ledhani ' the raga soars to the 
skies. At * nirantaramu ' also the effect is 
tremendous. So the whole song is in a 
mood of extreme anguish of self pity 
What rasa can we call it ? Karuna rasa ? 

In fact Veena Kuppayyar is 

Neelakanta only for 


Every syllable drips with nectar, as an 


oblation to Lord Muruga who is 


an 


The first half of 


t 


incarnation of beauty. Muruga 
means beauty. What a word and what a 


t 


This is also pure bhakthi rasa. 


I 


name: 


Maragadhavafii 


* II 


i« 


■9 


Dhikshidhar has squeezed Kambhoji 
into this lyric and it is like a cup of amb 
rosia. Every sip of this celestial juice 
quickens our souls. The peerless beauty 


I 


I 


imploring 

Karuna! 


of Kambhoji sparkles in the very starting 


word, Maragathavalli, can you imagine, 
dear readers, maragatham growing into a 
creeper? We cannot, we confess. This 
is something fantastic. But how appro- 
piate it is, this metaphor? In the second the 


i l 


i # 


» 


In this Keerthanam, Kambhoji 


great Bhageerathi from 
But Lord Siva does 


ends like the 

heavens. 





you are cleansed and then restored to 
your eternal domicile from where you had 


not come to our rescue 
just swept away like the autumn leaves 
into the limitless ocean of bhakthi. strayed one day 


now we are 


Though all the charanams are repeated 
in the same style, unvaryingly, we don't 
feel any monotony anywhere, as it is 


Padam 

Vadharakapove Vaadu Elava- 
chheeni - Vaddhu 


n 


* Rama Kathaa-Sudhaa Rasa 


* f 


, that Rama- 


Raavddhanave Koodiyunnadhi 


das is distributing to the devotees, 
will not melt in these lines ? 


Who 


Chaalune 


Adi Okkayugamu Vere janmamu 
Epudu 

Athadevvaro Ne Nevaro Chefiya ! 


Suthadanuchu Dasarathudu 
Hiihudanuch Sugreevu 

Dathi Baludanuchu Kapulu Sri 
Rama 


MS 




Bhaamaro Sakunamu Ladigithi Muvva 

Gopaludu 


Vacchunanuchu 


Kaaminchi 


Naadhuia Galaya Chelula Joochi Karigi 
Chinthanondhithi Rama ! Rama ! Ee Meni 
tho Inka Vaani Momu Choodavalenaa— 
Modhatipondhe Chaalu 


Kshithinaadhadanuchu Bhoo 

Pathulu Golichiri Gani 
Pathitha Pavanudanuehu Madhithe- 

liya Leraisi 

Dasaratha fondled you as his 
Sugreeva loved 

Vanaras admired you 
great 

Kings revered 
the Earth itself. 

But they could not know that 
the saviour of the fall 


•» 


ne 


Get away without blabbering. Why 

does he come here? No. Tell 
come 


«* 


ii 


him not to 
is intimacy! 


I had enough of hi 


son, 


you as his friend 


That was one time. 


Now it is a diff- 


erent birth altogether for 


as heir warrior 


me ; who is he 


and who am I, 0 friend ! 


you as the Lord of 


damsel, l consulted about omens 
opmg that Muvva Gopala would come. 

eeing my friends enjoying amorous pleas- 
ures with their beloveds, I withered and 

pined. Oh God ! should I see his face 
with these eves again? Our first liaison 


you are 


en. 


We have translatad these li 
for the sake of those who 
Telugu at all. 


ines only 
do not know 


would suffice ! 


II 


Otherwise 


we would not 

have ventured. Suthudu, Hithudu 
baludu, Ksthitbinadhudu, Pathitha 


This is also 


a poor translation. 


Athi- 


lt is in 

comes a 


paavan- 


Kshethrayya that Kambhoj 

many splendoured raqa 

composed nearly 30 naHa™* * . 
are .11 like a ol ry ^Tthe 

various types of 


udu make 
are real bhakthas 
nothingness, 
we see the power of 
apparently simple and 

We have no words either 


an 


i be- 
He has 


company. If we 
we should all melt into 


on 


this 




words, 


sculptures 


of the 


innocent words. 


are on 

a Jagannatha 

ic music 
a great ex- 
padams, plays this 


■ When Dr. Manchal 
Hao erstwhile producer of Carnal 

,n A.I.R. Hyderabad 
ponentof Kshethrayya’ 


to praise this 


song or to praise its creator 


This 


is a 


downpour of pure bhakthi 


who is 


i rasa in which 
















padam on his veena, accompanied by his Surprised by this, 
soft and sweet voice, 
herself dancing gloriously before us like 
a naayaki. 


we asked th 


□ 


u 


« * 


teacher who sang this sabdam for us, how 

could a sabdam of yakshagana sound like 
this. 


we 


She told us that the Thanishas of 


Golconda gave away several agraharams 
to the best performers of this kuchipudi 
dance and to please those Thanishas they 


Jaavali 

Emimaayamu jesipothivi 


* f 


ft t 


Pattabhiramayya composed a sabdam like this one. We 

really wonder how the Kambhoji which 
produced such a moving piece like 

can have such a martial spirit 
Is not creation itself a great 
It is 


This was a very popular jaavali about 
five or six decades ago. Now it is not 
heard any more. This was one of the first 
melodies that struck us in our teens and 
it still survives in our hearts. The imp- 
ressions of the teens are much more ten- 


m 


i i 


i f 


also in it. 
wonder : 




i 






The Khamboji Effect 

We have seen that Kambhoji raga • 
could create different rasas like Karuna, 


acious than the impressions of adolesce- 

Sundaranga ' is a very 
of addressing a nayaka. 
Unfortunately we could 


# 


nee. 

enticing way 
Lovely words, 
not find anybody here who could sing us 
this jaavali. One of us had to revive his 
memories of more than fifty years 
it could not be recaptured in all its 
beauty. So, we are not doing justice to 
this jaavali 


or Bhakthi. Siingara and Veera 


* 


There are two natural phenomena involved 


in this wondrous creation. 


is the 

inherent aesthetic content of the raga 
T he other is ihe inherent aesthetic insight 
of the composer. It is the interaction of 
these two natural phenomena that begets 
this rasaanubhoothi. With their god-given 
intuitive genius these seers perceive the 


I 


But 


•* 


t 


t 


* ■ 


Nor could we find any 
vali that is in vogue today, 
be content with just quoting 


i jaa- 
We have to 


rasas lying hidden in the innermost reces- 
ses of a raga and invoke them and make 


it. 


them manifest for our delectation and the 
enrichment of our culture. Otherwise, how 
could Thyagaraja create so many rakthi ra- 
gas like Malayamarutham, Abheri, Abhogi 
Andolika, Devamruthavarshini, Suddha- 

Kunthalavarali, 


Sabdam 


At the end, let us see how Kambhoji 

We will take up 
One is Sarasijaa- 
kshulu and the other is the Mandooka 
Sabdam. Both are anonymous. Often 


figures in the Sabdam. 


# 


two famous sabdams. 


Nalinakanti 


bangala 

Prathapavarali and above all. Saramathi? 
How could Beethoven create his best 


i 


4 


* 


t 


anonymous pieces are the best pieces, as 

In both the sabdams 


symphony, nay the world's best symphony 


in English poetry. 

Kambhoji flows slowly, steadily, evenly 
and appealingly. The first sabdam accuses 


after he had turned stone deaf, absolutely 


impervious to sound, dead to sound we 




That was because sound or 


should say. 


the saris of 


Krishna for stealing away 


vibrated in his soul and he could 


m 


the gopis while they are bathing, 
don't hear the complaining note anywhere 
In the Mandooka Sabdam, the 

sound like the kettle drum in the military sthayis and gathis. 
march, with a strong flavour of Veera rasa, and the pace of a piece. 


we 


listen to it with his mind. 




■ 


conclusion, rasas also depend on 


In 


That is on the pitch 

Ultimately 


7 




tender artist produces tender art, and an 
artist of delicacy produces delicate art . 

Yutang, the Chinese savant, in 

Importance of Living 
said about the creator of art, could be 
said abour the enjoyer of art also, the 


beyond all these things, rasas depend on 
the thrigunas : Sathva, Rajas and Thamas, 
which govern the entire universe, 
artist with a 
grand art, an 

ality produces trivial art 
artist produces sentimental art, a volup- 
tuous artist produces voluptuous art, a 


An 


4 I 


grand personality produces 
artist with a trivial person - 

a sentimental 


What is 


his 


I i 


# 


* i 
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Musical Compositions of King Shahajs 
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l here have been many royal 


Telugu 


posers, royal musicians and royal musi- 


* 


m 


* 


to 


l 


in 


9 


hundreds of 


* 


* 


K ■ 


* 


in 


J 


y 


occupied an honoured place 
great man ofletters and patron of learning 
and fine arts. It was he who founded the 


He was 


ugu 


i 


a 


* 


w 


m 


the presiding 
deity of the temple of Tiruvarur was also 


t 


colony cf forty six learned men in Thiruvi- 


* 


ft 


sainallur known by the name 


Tanjore. 


King Shahaji has 


# 


He has been eulogised in 


com 


l in 


* 


praise of Tyagesa several Telugu and 


all of which 


now 


* 


1 


Kritis, Kirtanas, Dance 


* 


Saraswathy Mahal Library at Tanjore. His 


f 


art 


7 


« 


I 




i 




bhoja that he earned are 


■« 


* 


» 


and active participation i 


m 


Shahaji's contribution ' 


to 


music and 


the great cultural renaissance and allround 




dance is no less i 


or 


creative activity that 
his time. 


were witnessed during 


than that of the Trinity ol the subsequent 




But it has 


' 


age. 
recognised 


A Great Scholar 


He 


* 


significant 








King Shahaji was 


great scholar and place in 


a 


-» 




music of 




poet. His interest in music, 


dance and 


# 




* 


. He had his 




own 


' luring his ciicle 

in all the 




time many of his dramas 


v/ere 


s etc of 




his palace or in 
control of the palace. 


the temples 


the 


u 


1 


current in his time. 


He 


also a There are about twenty Mss. 


was 


* 


* Paper read at the Karnataka 0 


P 


erence at 


* - 


8 








King Shahaji was deeply devoted to 


of more than 5000 pages of palm leaf, all 
of which are now preserved in the Saras- 

They contain the results of 

in music conducted 
by his court musicians and furthermore 
one manuscript in tact contains 
own observations and conclusions on 
subject, 'n addition to this collection of 
lakshyas, king Shahaji had, with the help 
of his musicians, determined the lakshanas 
of all the ragas in vogue during his time. 

His younger brother king Tulajaji had 
freely drawn from these raga-lakshanas 
w hile writing his work Sangita Saramruta. 


the deity Tyagaraja and must have realised 


that the knowledge of music, however 
profound, would be of no value and 
lead one astray, unless it is properly used 
as an instrument of devotion to the Lord 


wathy Mahal 


the intensive researches 




-c a 


1 s 


ita jnanamu bhaktivina sanmargamu 

music 


the 


galade). Luckily for Carnatic 


I 


the successors of Shahaji followed the 


same liberal cultural policy and patronised 


music. Thus king Shahaji may be rightly 


viewed as one of the most important 
personalities responsible for the Golden 
age of Carnatic music that culminated in 
the age of the Trinity. 


It is worthy of note that Shahaji was a 


Pre-Trinity Age 


mentioned before 


composer and as 

bound staunch devotee of Tyagesa of Tiruvarur; 
understanding the state of that his devotion or upasana of that deity 

pre-Trinity therefore naturally turned out to be a nado- 

pasana or worship by music and that all 
the three great vaggeyakaras known as the 
Trinity were born in Tiruvarur itself. Is it 
a mere coincidence or else can a devotee 




3 


A study of Shahaji's works is 
to help us in 

Carnatic music during the 
period and in judging how far, is at all, 


any departure was made by the Trinity and 


their contemporaries from the tradition as 
handed down through the generations 
immediately preceding them, The yaksha- 
ganas and other musical operas known in 
his time were the forerunner of the operas 
of Sri Tyagaraja and Swati Tirunal, 


be justified in concluding that being very 


much pleased with the nadopasana of 
Shahaji, Lord Tyagaraja soon blessed the 
Maratha kingdom of Tanjore with the 
three great nadopasakas all bom in Tiru- 
that the varur, near the Tyagaraja temple itself ? I* 

it not true that one has to reap as and 
where one has sown ? 


It is intersting to note 


Syanandurapuravarnana Prabandham 
Swati Tirunal, has a striking similarity to 

especially the 


of 


the operas of king Shahaji, 


Telugu Preferred 


Pallaki Seva Prabandham 


But the uniqueness in the case of the 
royal composer is this 


too embrace a number of 
languages. King Shahaji happens to be 
the forerunner of Muttuswami Dikshiiar in tongue was 


The king's mother 


father was 


originally a feudatory of the Sultan of 


composing kritis in praise of deities ensh- 
rined in different 


temples, of Bijapur where the 
While Dikshitar composed them invariably Arabic or 


or 


P f 


the people of the country Shahaji ruled 


Shahaji composed them in 






Telugu. 

tions of Saint Tyagaraja 
to see sets of phrases and lines borrowed 
from the compositions of king Shahaji. 


was, of course, Tamil. Still Shahaji chose 
l'elugu to compose the majority of his 


While we look into the composi- 


are surprised 


we 


p 


songs. In Tanjore the Marathas succeeded 


the 


ts whose court language was 






4. MANIPRAVALA KRITl (in 6 languages) 

(Kannada, Tamil, Sanskrit, Marathi, Hindi & Telugu) 


at home in Telugu than in any other langu 


also mainly Telugu. Hence it is true 


in composing his songs. 


Pallavi : 


the court language of age 


by Shahaj i’s time, 

Tanjore was a mixture of the above men- 


nipuqata nodecamma 


Regarding his musical compositions 
the following select examples are 
worthy . 


Arumukhasvaraimldu |[ 


tioned five languages as evident from 


work ‘Pancfaa-bhasha vila- 


*9 
« * # 


s own 

Yet Shahaji seems to have felt more 


A. Patl : 


Ghora bhutagale kondu kondu anudina 
kopamadi hogendu mstadidanu || 

Veftum katteri munnadiSandt 
vlranlli $andi ungalal kolluvsn || 
ghajtiyay ennai ananjapgrai pidikka 
karanamedenru matauidanu j| 


sam . 


Ch : 




known as Adyaswarakshara gita 


/. GIT AM in Saurashtra raga 


Sarassaksha Sara-sambaSiva darva 
Ili raman^ekbaia sj-in-^dramaya Sarira 
Ma ra hara^a deva 
Dh3t& vani de saha-mnajamiira tyftgg^a 




Ch : 1 


Sakini dakini bhlkaraghora 


jada daiyamma kamini ma bhaktula behi 


pokunje kot|udu pondayani tyaga 


2. GIT AM in Todi Raga, Adi Tala 


* i • 


muddukumarundu matauidanu |[ 


Vilambakala 


Bho ga yo ga bho ga ra ga 
Na ga ve g§ de ga tya ga 

Madhyamakala 

Sara sija bhava nuta chara nala vavi hrita 
Sara sija hrita nuta sara dhisa radhi bhfta 

Duritakala 


5 . SANTA RAGA TALA SUL ADI DARU ; 

Narayanagaula : 

Dhruva tala 


Sri tyage£a sahsndra vinuta 

3 rid Kara narayana gaula dhruva ftthftm 

nitya jayavardhana ekavito- 
nija santosha paha satah || 




ill 




Kannadagau a 
Mathya tala 


Kanakavasanta Siva tyagesa 




nirupama munmuta varadasa tatanata 




kannadagaula mafhye Ska vi$vgsha 

dgvadevg^a 


suranaga sucharita karimukha grihayuta 
harihaya nutirata purahara navaiita 
Karadhara garakrita 




mana 

majavati dayakari sahadeva T$a || 




suiuchira kritigata 


Malavagaula 
Rupaka tala 


Vara malavagaula sadara 

£ara rupaka dhlra 

hara tyagesa dayakara 

Ska saha deva Chandrasekhara || 


3 . 


VILOMA DARU in Revagupti 


raga - Adi tala 


van 


i iaguvaku lokuvaguma ji 
kanaru tirutiru naka 


Ritigaula 
Jbampa tala 


neneru ponu porunene || 
melata mira mi talame 


Ritigaula ajhnpc ygpgrlti ekavito kftnta 

gitasailasutese tfitakaravanta 

avadhuta murtivanta 
saha bhutaleia hrinniianta |J 


> 






kalaya manu maya leka 
chediya radu rayadiche 


H 




tl 


po^limigani gamidi pa || 


<o 




vade Sahara dSva 


Purvigaula 
Triputa tala 


^arapgatarthihara saii^ekhara 

^yamajangi dgvi pfaqgsvara 
karupakara sahanuta tyigesvara 
vara puruvagaula tripufa eka iankara || 


ft deva 
tyaga 


ravadera !! 


vega^a brovu brodagave 


i 


ssrrggPPgg rr 

Srgpddssdd 


s s 


p g r s 
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Ita nidhana tyagetfa 


Mava 


! / 


maharaja sahendranuta 

chayagaula atatala eka dfcve!>a 


Ata tala 


sayamaafa dayakari bhutsla 


Bhedabhedarahita ahitarana 
bhlkara bhavasagaratara&a 

kedaragaula 

sadara £ahadeva tyags^a aridamana li 


Kedaragaula 

Ekatala 




6. SWARAKSHARA DARI j 


i f Kalyani, Kapi and San karab liar ana ragas} 
Sa ri ga ma pa dha ni 
tarunalevvaru da ni sorigan |j 


(in 


vika paidika 


Alinilavenula abjanibhasyulu- 


kalakanthulu da 




jalajadadalakshula sarasa bimboshtulu* 
melaialevvaru d a ni sarigdri 


karikumbha kuchamulu karpuragandhuiu- 


hari madhyalu da ni 


sari gar i II 

dhara^i nitaunbalu dhavalyahasalu- 
darakaothalu da ni sarigari |1 


Da p m P 
p m G 

srgmpdnSnd 

p m g r s n d 
s r G M 

p m G r 


g M g 
r s n d n 


r G r s 

s r G r 




II 


p m g g 


r 


s 


n s r G 


p d N d 

s n d 


P m g r s 
G r || 


n s 


r 


7. JAVAL1 IN Ragamalika (Kalyani, 


Asaveri, 
Pantuvarali 


* 


ragas). 


> 


Kalyani : 


Ambanilaya chidarhbara 

lambodara hsramba sallamu 
Ambara maniruchi 




I 


na 


mu | 


t V 


Sati nirmala sati 

gati sadgunavati sallamu 
nati trijagadgati 

^ruti sarasvati sails 


ehakranga 


rt rupa u 


t * It 


* * * 


* # * 


m u H 
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Asaveri : 


Nandanandana induvadana 


kundaradana govinda sallamu | 


mandahasana mandajodharana 
nanditagopam brinda sallamu |[ 


Revagupti : 


Vasavahita kamalasana kritabhrigu 
pasana sadguna bhasure sallamu J 
Bhosaladaivate SrTsahanute mahi 

sallamu || 


ni 


Pantuvarali 


Jati 


8. CHATURDASA RAGAMALIKA - Adi tala 


Satata gaurivari sarasa daya kari 




lujheviraha tapats tapanavari || 


vitata kalyani 


Sdranga damarudhara 


sakala nataka sutradhara 


bhairaviia anila ana a jha 




bhasura vara\i sallapana saietila |j satata 
ialitapafichamaivara na sahetila 

lavamatra ghantdrava na sahetila 
sa lalita dharichcha. na sahetila 
satvara madhyamavati antara hita jha la || 


$<zm<jganapriya tyagsSa 


sakala adinatabhuriF^a 


vardhana 

vamakshTsa anuraga mdlavaSri kari || 


vamanarchita iriraga 


9. D V A DAS A RASl KRITI 


Bararaslyukta balsvari 
paripurnadayakara svami i 
dhlrabrahmadl^a dsvatrayambakanatha] <! 
Meshonnesha vilambana sahe 


Ml sangato ra$i tichi vrishabha |j 


Bhushalankrita sthanadvaya knrhbha 
bburitiche nayanayugala mina II 




varabhruyugala tiche dhanushya 


sarasa kapolim kasturi makara 
tarugi tanumadhye si 
dar^anlya ghonte karkatakn 




sarasa sundara kanyasa. 


jagatraya tula nahi i£a || 
viraha vedanatisa vrishchika 


vara tyaga tryambakerfa mithuna hoya tl4a || 
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TALA PRABANDHAM iNadai 

Thu ye bhu srl 

jaya bala kari ma&i 
oaya pada ka\a sukha vaya 




dhi te 

i haya yaga guna dhana 

muda subha kari II 1 I 


raaja ase deva 


Saranga: hara vara 

vanita kavita ghanata dhanata 

thanuja manuja hitaja tl 2 || 
vachasa sarasa vapusha 


* 


anuja 
manasa 
vinaya 


sunaya janaya dinaya || 2 11 


abhaya karave II 


3 




gitadeha jitamoha natasaha 


f 




hritanaga dhritanaga atiyoga 




vrajanaya | 




Asaveri : savinaya ghanodaya jaganmaya 


nagajadhara natamandara 


sugunodara gubhakedara |j 5 ||| 






MANGALAM 


11. 






Ma pali devuniki manngalara 
mamu ganna taliiki mangalam 
Gangadharuniki garunabdhiki 

6 gaj a 

Sangltarasikaku jalajakshiki 
sarvamangalaku deviki mangalam || 

tyageiunaku radamauliki 






■ 


v 




man 










■ 






Saha mahTpala devuniki mangalam || 




guhya karimukhulanu 
raahitagugadbyaku mangalam || 


kflrimito ganna 






12. EKA SABDA DAR1J (Ekasabda prasam) 

Amba rakshi satata 


Ahiri raga 






raaja amritakatakshi 




m 




* 


rajarajegvari || 

Abjamukhabhasure abjakupla bhruyugale 

Abjaehafichalanetri AbjakantaSobhite 










i 


y 


AbjakoSaghanasthani AbrjvaMromalatike 
Abjaru^atanukante 




f 


i II 




■» 


Abjasaoapujite 

Abjagatigamini 




Abjalochanasoda 




ri 






Abjaharadhariiji 
Abjatarudare Abjashadsadhatri 
Abjabhushabhushite 

Abja javaharivahi 






Abjavasasahite 
Abjamaijitarale 




14 


Abja iva Arogyaprade || 


Abjaku^ale nrityalols 


tyagSSa dayite Abjamitranvaya sahanute 


Abjahara 


13. ANDHADI DARU (Muktapadagrasta daru) 

Karupa^orfl gara\akandhara 

dharajatnanQhara karanagadhavadara 

paramapsvana iahkara 

paratpara Itfvara 


raga 


ttanapara 

karadhritatuiavara 

GhanabhaVAavanu iwimzjabhanutacharajM 

rapajitapura pupya ijana jana p a 1 a n a vicha kshana 


ma«asi]ahara bhakta^/wna 

janak&dinuta niianjana |J 


A^AanagarbitaS aman adamana 

ghanadavaxixa girisharajmu 


Pa^Hanuta bhushitana^o 

yo^ajnadhygya girijardhaWa^ad 


nataiatayaga 


ya^adhbamsanavira^a raga 

^Ad^abhushapa 

dddppmgm-gmpTapddp 

rfpmgirsnj-ni 

rjn 


sahadevatyage^asrtitauuraga 


g m p p d p 11 


s o d p n d p 
dp&nddpr&pd-pddp p p m g 


dpssssrs 


r r s n s !( 


NAVAGRAHA KRIT1 (on 9 planets) 

Adi tala 


14. 


Mukhari raga 


kanyevari natba anugrabakari 


Navagraha maye 
/farikotisamateja ranganayaka swanu II 

Bhasva^charirakantlchi paripurnacAonrfravadana 

saumyagupayukta ho II 


s 5 $vadbhauma ghanajaghana 
^arurthana yugalate sarasakavya nipupate 
varamandayanate vamakshi rahu nenate 

deva sadayantaranga 

' i mugdhakshi varakanyesl || 


tyage^apta 
bhogakari ketu romavalisi 


^Svara, Sabda, Tala artha 


N AVAR A TNA PR A BHANDHA M 

Todi, Dhruvatala. 

ri Ga ri sa ni sa 

ri Ga ri g 

ri ni da 

uranga ambikasanga 
darpaka 

tyaga valmlkalinga II 
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ri Ga ri sa 


sa 


Ma 


Pa pa 


ni 


ri 


m a 


sa n 


i 
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kri tam tam tham 
na ta dha na ta te | 


ta ke ki ta je 
dhi ka 

ta ta jhg na tom dhi na to dha pa tom 


Sa Ri Ma Pa pa Dha - Pa ma ri ma Ri Sa sa | 

Sa ri ma pa Dha pa da - pa ni Sa Ni Sa ni 

ni sa ni-pa ma pa da Da pa ma ri \ 


Sa ri sa ri 


sa 


16. S IVARA JATI - Devagandhari raga, Ata tala 

KadhT karitila 


jana paratatvachinta || 
kaumare kpdana 


I 


* 


sanga tarunapana paratatvachinta || I || 




* 


Angagalita vriddhapapa 


IT 


apika roga bhajana 


te 


2 If 


Atitvarita tyamchi 


ayusbyachi gati- 

aharnUi ritusamvatsara jnali paratatvachinta 
baganema visaratata 


II 3 || 


; 


ishapetraya bhraraatata- 


tyaga tribhuvananatha he paratatvachinta || 


4 


Swat a : 


Ri 


ri Ri ma ga Ri - ma 

Pamagari-magari Sa-ririsa-ma Garisa 
ma Pa 


ga Ga Ri- 


2 II 






ma pada da pa - pama gari Ri- 

Pamagari-magari Sa-ririSa-maGarisa 
Dada 


II 2 || 








pamapa Dada pmgari-Rima 


pamapa- 

ga ri Ri - pamagari-magari Sa-ririSa- 


Pama Ma 


maGariSa || 3 || 
maga Ripama pa da 
ni sa ni ri 


Sari ri sa- 
nisa Sa 


Rima 

ni ri ri sa 


pa- 


ri-samsaSa || 4 || 


n sa 


Swara 


jati 


: ta ki da ta 


dim— gi 


nam gathom— dim dhlm 
ni Da da da da da da 
j dhlm- di ki da 


nam ga tom 




sa 


sa sa Sa Sa 
ta kki da ta ka dim 




ma ga n 
ta kad— ta kka jha 






sa 


,a pa pa magaga 


ri sa dhalahkiitom 


ma ga tam 

risa | 


Na gar aia iati 


kitfa taka jheta 

na ta 


» 


jhe 


tari-ta kipa 


ta ka dim dhlm 


dha 


\ ta ahana dhap 
ri ta dim 


tom - dhalankutom [I I |f 

- dim ku ta kki 




jhem ta 


dhikitatom 
da kki da 

tta - dhajankutom 


I 


ja ga ja ga 


( a ka dhlm - dhlm - 
ta ka dhi 


ta ka 
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Folk Music of Karnataka 


Bv 


Dr, Padma Murthy, Bangalore. 


A true folk 


more formal culture histories 

folktale will always have some 

or at least hypothe- 
as tradition in a non-literate or 


inheritance and association 


Tradition 


have always played an important part in 


song or 


the development of all known systems of biography; traceable 


place for its 


Every society finds a 

ceremonies, festivals, in a 


tical 


music 


activities 


semi- 1 derate society. 


folk songs, proverbs and 

Folk music is found in all coun- 

Folk songs are 


rich store of 


body cf materials, folklore is 


*, 


As a 


myths, 
tries all over the world. 


the lore, erudition, knowledge or teachings 


of a folk, large social unit, kindred group, 
tribe, race or nation, primitive or civilised 


composition and tone: yet very 


simple in 
pleasing to the ear. 


rl 


throughout its history 


comes under the study 


Folk music 
of folklore. The folklore has been with 


can refer to any 


i i 


The term folk 

of people whatsoever who share 


us under various names ever since man 

objective look at his 

The need to hold on to one’s 

but reinvigorated 


group 


began to take an 
culture. 


least one common factor. 3 


at 


not only preserved 


Folklore consists of all lore (know- 

transmitted by 


own 

ancient folk traditions 


These include 


ledge, wisdom, action) 


pastimes, witch- 


superstitions r games and 
craft, fairylore, songs and tales, rhymes, 

, riddles, customs, beliefs and so 


tradition. 


proverbs 


Sources of folk music 


on. 


Folk-derived music is as worthy of study 

The majority of the 

folktales and folk-songs which excite us 
all over the world came from humble, un- 
composing orally with the 

formulas and themes. 


Folklore 


as the art-songs. 


For some people, folklore may 


mean 
To a 




Literature orally transmitted 

German, for instance, Volkskunde is the 

study of the culture of the Germanic and 

on the 


4 * 


named men, 


use of common 
both verbal and musical and handing these 

down to active tradition 


Volk, with emphasis 


European 

peasants and the plain people. It more or 

less corresponds to English 

factor of folklore is 


tales and songs 
bearers, who re- 


folklore . 


0 I 


create them, sometimes 
We do not usually know 


the oral 

important bearer of for the worse. 


The main 
tradition, which is an 


tradition-bearers or 


the 


law and history wi 
and official standing 
main, oral tradition 
by word of mouth, 
ment of human genius 


the informants. 


Folklore is then, in 
transmitted primarily 


be true that the original 


corn- 

single 


It may 


It reveals a vital seg- 

often missed by position was 




17 


3 



Musical content of 
India is a store house of innumerable 


songs 


minstrel or folk poet, but after generat- 
ions of refinement and change, as it 


These songs are 


varieties of folk-songs 
very lucid and full of expression and have 


passes from singer to singer, being trans- 


mitted orally rather than by the printed 


simple forms. There are vocal, instrumen- 
tal and also dance forms in folk music 


page, it becomes a possession and prod- 
uct of the folks concerned. 


and they are all woven and embroidered 
with legends and themes. 


Content of folk music 


Folk music of a nation is a body of 
songs and instrumental tunes which is 

truly indigenous and which has actually 

It must 


The melodies of folk songs are very 


simple and employ a few notes only at a 


Normally folk music 
employ a drone, but a basic level is 


not 


consist of songs which go back far in its 
history, songs which are unique 
could not be mistaken for the product of 


always maintained to which the melody 


is always returned 
freely, often centres round a particular 


melody flowing 


neighbour nation and its melodies 


are 


a 


note or group of notes and circles round 


un-related to those of other peoples. It 


is always coupled 


that only. The music 
to the time-span of the poetic words 

the metre. Normally, the 
prayer song when sung alone to onself 
uses only one single note and is monoto- 

When it is sung in public, nor- 


is in short the music of the masses. 


of all parts, throughout making up 


Folk music 


the world, speak of the feelings and corn- 

characteristics of the people. Folk 


mon 

songs reveal and re lect the popular senti- 
ments and beliefs of people. It is the 


nous. 

maily 3 notes are employed. 


oldest type of music and is developed 
spontaneously. It is the proud wealth of 

Simple style and plain rhythm 

For centuries they have 


When a song is sung by a layman, 
he knows nothing about the intervals 

used in 


masses, 
are its charms, 
been handed down from generation to 


it or the rhythmic structure of the 


The rhythm and intervals occur to 


song. 

him naturally. Simple in form, but 
meaning, folk music 


in 


They are highly suggestive 


generation, 
and full of meaning and emotional appeal 


has its own charms. 


Its appeal is instantaneous. 


and touch the tenderest 


core of the 


Synthesis 

In folk music, there is no conscious 
effort or aim of understanding the musical 


besides being pleasant to hear. 


heart 

! hey vary from region to region. 


meaning of tones or of extending it fur- 

The evolution of 


India is tremendously rich in folklore 
and folk music; if one were able to take 
a count of folk music of the world and to 
compare countries on the basis of such 


ther for artistic effect, 
folk music is therefore a 

synthesis of musical 


unconscious 


It does not 


both good and indifferent. 


qualifications, India would surely emerge 
as one of those with the largest corpus of make use of 


science of music 


the 


nor does it consciously make use of any 

emotional 


music. Folk music in India has many 
manifestations. 


musical device for its theme or 
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Poetic Metre 


choice of either 
Music 


content, But uses its own 
musical piece or song. 


sort of poetic 


The most common 


serves 


folk music is also 




which is used in 


oveiflow 


metre 


here only as a 


usually a stanza 
to one of the three rhy- 


1 1 


ballad metre 


music of folk- 


$ i 


as 


The 


of the poetic emotion 


their poetic theme 0 f the text is 

end has to prune its notes and melodies to thmic patterns. 

is found that the 


songs is subservient to 


2 and 4, 3 and 4 and 6 and 8 


suit its 
notes of 


often cramped or 
from the true notes 


account 

for the vast majority of the folk tunes 


These three kinds of rhythm 


extended a little away 


melodies. The resulting 


and give gross 


however, 
the poetic 


incongruities in music 
cemented together by 
sentiment contained in the words. 


are, 


But the real spirit of a folk song rests 
not only in its text but also in its tune. 
A folk song without a tune is like a body 
without a soul, for it is the 




f 




The crudeness of the music is nor- 
mally wiped off by the inherent intensity 
of the mood and by the singer’s complete 

identification with it 
the mood is weak or self identification is 


tune which 


Without music 


makes it throb with life. 


* In- 


different from a lyric put on 


it is no 
peper. 


Folk songs in which 


lacking, fail to impress or make any appeal 


Types of Folk songs 


because in the absence of these, the m- 


The poetic theme and the language 
of folk-songs are very simple, domestic or 
of worldly topic. 

of a marriage, love between young 
and women or an adventure or some other 


congruities and the defects of music at 
once surface and become unpleasant. 


Often the celebration 


men 


Text & Tune 




The text and tune of folk songs 


incident supplies the theme. 


usually have an inseperable relation with 


each other 


The words influence and 


episodes and inci- 


Songs portraying 


determine to a large extent the forms of 
folk melodies, 
literature is set to 


marriage songs. 


tribal songs 


dents 

worship songs 
relating to palmistry, astrology, humorous 

songs, festive songs etc 

folk music 

colloquial language and most stimulating. 
Witchcraft, demon worship songs are also 


Each line of poetry or 
a line of music in rhy- 

largely depends 

One can- 
that the music 
of the words. 


songs, songs 


thmic patterns which 


find a place in 
all in the purely 


upon the metre of folk poetry. 


not, however claim 


expresses the meaning 


t I 


The scales-the actual tones used i 
nese folk songs-are mostly 


not uncommon 




pentatonic 


Instruments used in folk-music : 

In folk music, instruments are used to 
serve three purposes : 

V. As a drone to 
note ; 


i.e., 5 different pitches are used. 


Perhaps 


more i 


and more significant than 


m m 


the structure of the folk tu 


ne is the way in 
Most of these 


which the songs are 


sung. 


musical practices 


involve the 


way the 
are both solo 
as well as instru- 


music is performed. There 


and group singing, vocal 


or imitate vocal 
music for enriching purposes; 


mental, in folk 


music. 


20 


composition of 
many manifestations. 

with the 


the history and the 

It has 


3. To supply the rhythm. 

Folk dance and music employ a variety 
of instruments like drums, cymbals, horns, 
bells, trumpets etc., and Tuntune or the 

Ektar for drone, 
normally very powerful here and the melo- 
dic effect 

tangled mass of sounds, 
supplied by the theme of the song 
further strengthened by the gesticulations 
and bodily movements of the performers. 
Its rise and fall is regulated by appropriate 


taka culture. 


The popular tunes of these ring 


heart-throbs of the simple, un 

. These melodies, characteristic 


villagers 


The rhythmic element is 


emotions, a 

tune with their mode of living 


of their deeply 


is totally drowned by the utely in 

The emotion is 


and beat of folk songs of 

Karnataka is simple. The rhythmic pat- 

by the day-to-day 

the villagers like the sound of 

for instance, the drone 

. These rhythms 


The rhythm 


It is 


terns are determined 
activities of 


the grinding stone 
of the spinning wheel, etc 

symmetrical patterns form the 

basis of the entire folk-music of 


variations in the drumming. 

usually untrained and shrill. The effect 

musical, but is manly or 


are 


refined into 


is not much 
powerful. 


Virile music 

It is fujther heightened by the quaint 
dresses of the performers and by the out- 
door environments in which such songs 


I * 


Tamil classic work of Elango 
ilappadikaram (,2nd century 


The 


Vadig3l's '*Sh 


A D.) describes the songs 


usually performed. In the 


and dances are 

vigorous types, the music is acnom- 

Somtimes use of dancing. 


while 


by Kannada women 


being sung 


The Badami shasanas or ins- 


more 

panied by fire bands. 

swords and daggers is 
consequence it becomes very vigorous 

songs 




of Kappe Ara’outta are 


criptions 

the eldest Tripadis avai 




to us 


Raghavanka's Soma- 
Siddarama Charithe and 

belong to 


Chandra's Leelapati 


such 


i 


inspiring. In 
rule is followed. 


and awe 


natha Charithe 


Both the loud- 


all 


no 


changed Nayasena's creations 

old Janapada folklore of Karnataka 


and pitch of the sound are 


ness 


effect the sudden changes. Thus 

be very rough, shrill and power- 
time and it may suddenly be- 


a 


to 


song may 

ful at one 
come soft and tender with corre 

changes in the manner of the 


tnsu 


We have many 

of Karnataka like Kanakadasa, 
Panctiala Ganga, Mahaling- 
Infiuenced by 


sponding great poets 

Nanjundakavi 


* 


f olk- 


as warn i etc#, were 


songs of Sou- 


also 


Folk 

is perhaps the pioneer effect 


* if 


music long ago. 


t 


The total effect of the music of folk- 


"4 


them India 


the folk songs of 


songs and dances, though poor 

very powerful and 

in the 


in 


to collect 


of harmonic effect, 


is 


virile and the seat of the power 


is 


Revival of 


the enchan- 

instru- 


large mass of sound and i 


in 


published by 


m was 


A book en 


ting rhythm of the 
ments of the drum-type 


only during the 


It is 

of this century folk music 


Fleeter in 1 885. 


of 


first quarter 


Folk Music of Karnataka.* 

Folk music of Karnataka is the music 
like other kinds of folklore, reflects 


ataka started reviving due to the pio 


Karn 

neering effect of Sri 


Masti 


D. R. Bandre, 


which 


> 
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minstrels are 


Ramaswamy These roving 

i accompanied by instrumentalists, There 

is an abundance of heroic, devotional 

and romantic tales in folklore : very often 


Venkatesa Iyengar, Goan 


B. M. Srikantaiah, 

, Srikantaiah and 

■ 


Iyengar 


I 


Krishna Sharma, T. N 


others. 


verse. These sentimental 


they are in 


Regional Variation 


tales are always sung in typical 


strains. 

For every tale the popular tune is diffe- 


widespread variation in the 


There is a 


#■ 


tunes and melodies prevalent in the 


rent 




rent regions of the state. The folk tunes 
prevalent in South Karnataka differ greatly 
from those that are popular in the 
Even in one area the same thing is sung 


Lullabies 

Jogula " or lullabies, are sung in 
different tunes. But the tempo is invari- 
ably slow. Every tune, whatever its text 
tends to create a dreamy atmosphere 
which leads the child into the alleys of 

Its rhyme scheme is crisp and 
brief and takes the form of an address. 

rrangement, 
sounds like 

0, 00 " or " Ee, Ee, Ee " are hummed. 
Lullabies are normally soporific and repe- 
titive in text. Love songs of course, run 
the gamut from comments upon the app- 
earance and abilities of the beloved 


a 






i 


differently by different groups 


9 


Though folk-music of 
primarily vocal in character, it is accom- 
panied by instruments. It comes so spon- 


is 




9 


* 


taneously to the villager that when he is 


At the end of each rhyming 




Q 


ploughing or digging his fields, driving 


plain and simple syllabic 


his cart or walking homeward alone, 


he 


■ & 






just bursts into song in a full throated 
ecstasy. Similarly, when 




women get tI 

grain 






together and pound Ragi (the main 
used as staple food by villagers) they 




sing alone in two's and three's 


t 


or in 






chorus. They need no instruments, 
for songs which are 


But 


The songs employed in work are 
more varied. Almost anything quiet ser- 
ves the cowboy riding the herd, who needs 

to keep the cattle aware of 
human presence and at the same 




on special 
tsessen- 
instru- 


sung 

occasions, the use of instruments i 
tial, particularly the 








percussion 


* 


a 


ments. 


m 


needs to thrust away his 


own loneli- 


The traditional lullabies 
by mothers to put their babes to 






are still sung 
j sleep. 




ness. 








Zonal Folk Traditions 

From the point of view of the study of 

can be divided 


Themes-Heroic. Devotional, 

Romantic 

Usually each rural 
own folk-songs and 




* I 


folk tradition, Karnataka 


community has its 


into two zones. 


m 


city 


« 


may never have an 


opportunity to 
sung by a real folk-sinoer 
people enjoy folk 

important part of life. 


South 


hear a ballad 


Karnataka comprising of 
Mysore, Mandya, Hassan, Tumkur, Bang- 




4 






song as an 

Very often in the 


! 


, Chikka- 


& 


magalur and other districts. 


evenings, professional 
the audiences till 

and keep men and 

absolutely spell bound with 


entertain 
night 


- 


m the 


North Karnataka 


comprising of Bel- 

Raichur 


women of all 




gaum, Bijapur, Gulbarga, 


f 


f 


their ballads. 


Bellary Dharwar. 
















i hey are uneducated 
Kurubas play 
Chowdike 


these, we have North 
Canara and South Canara districts and 
Coorg. 


village people. 
Jogathis play 
young girls sing Sobane 
Ragi Biso Pada Peasants 

Balori Hadu ", 
Dundumi pada All these belong to 

ced the culture of coastal areas to a certain lavani group of songs, 
extent. 


t § 


i i 




t 


r) 


*> 


i 


• # 


* * 


r 


Border influences 


sing '' Hanti Hadu 


I J 


i # 


* 


Kerala and Maharashtra have influen- 


it 


The “ Tenka Tittu '' Yakshagana 
Bayalata, which is prevalent in Mangalore 
and Putuur have been influenced by 
*' Kathakali " of Kerala. The " Badaga 
Tittu ,r Yakshagana Bayalata which is 
prevalent in Udupi, Kundapura and Hon- 
navara has been influenced by Pagadi of 
Maharashtra 
less like 

Pradesh, while Belgaum 
Dharwar districts have been mostly in- 
fluenced by Maharashtra culture. Border 
districts like Gulbarga, Bidar, Raichur 
Bellary, Chitradurga, Tumkur, Kolar have 
greatly been influenced by the culture of 


The instruments used aie Kamsale, 
Tamboori, Gaggara, Dhakke, Chowdike 
Sruti, Ooduva Gane, Ooraduvagane 

Kin- 

nari, Gummate. Dhumaki or Dhakke, etc. 


I 


% 


rekatali or rekanada, Helauara Gante 


* 


Ballads 


Mudalapaya M is more or 

of Andhra 


if 


Ballads are narrative folk-songs in 

element is vital and 
should have a traditional life, i.e., it musi 


a 


Bijapur and which the story 


I 


live primarily in the memories of the people 


and be passed by word of mouth from one 




singer to another. 


A typical ballad may contain about 
14-20 short rhymed stanzas. The diction 
is simple and straight forward, but the 
grammar is uncertain. The ballad is likely 
to contain characters, situations, and exp- 
ressions familiar from other similar pieces. 
The story is told with much dramatic 
detail, considerable dialogue, and little, if 
any, comment from the author 
gerthe ballad is sung, the more likely it 
is to acquire the style and the language 
of the people who sing it. 
has great powers of endurance in its own 

environment. 


Andhra Pradesh. 


In more isolated parts of the rural 
South Karnataka, the songs are sung for 
entertainment by groups of people, who 


learn them from parents and older relati- 


ves who continue to teach them to their 


children, maintaining family traditions that 


The Ion- 


have preserved a great many songs which 


t 


are very old 


4 


A folk ballad 


Ksrapalas, Dombidasas, lelugu Jan- 
gamas, Helavas, Jogis, Neelagaras, Chou- 


dike singers, Ganeyavaru, Goravas, Devar- 


agudda, are some of the singing tribes. 


Irnpact 


Lavani 


A successful ballad composer 


nderstands the mind of the folk, tells his 


Lavani *' is a type of ballad which 






tastes, their 


story so as to appeal to their 

and their hearts. 


Those 


depicts the bravery of our heroes. 


And it is 


ethical sense 


who depict the legends and stories 


hi 




a rare audience indeed tiial does not rail 


f * 


If 


ed 


song 

they depict it in the folk medium, they are 

Dombidasas 
who sing to the accompaniment of Ekatari. 


# * 


f 


under the spell of a ballad well sung by 

In the folk corn- 

universal 


Gondaligas ", 


singer. 


t t 


a genuine 
munity the ballad 


4 4 


4 4 


serves the 
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itself. None of 


mployed within the work 
these songs is static. 


by providing both e 


need for story and song 


together in one moving work of folk art. 
It offers the excitement of vicarious expe- 


They impinge upon 


and frequently conveys some of the 


relatively complete story, but 


rience 

pity and terror of tragedy. 


telling a 






frequently describing a series of 

which with only a 


more 




a deeper independent scenes 
of life different 

who 


To the outsider it gives 




be shifted from 


few verbal changes may 


understanding of ways 
from his own 


occupation to occupation. 


And to every 
listens to them, the simple 


one 


■ 


reads them or 


memorable 
-changing drama of human 


References : 


ballad stories offer 


3 




from 


R. S. Boggs S.D.FL Vol.ll. 

Alan Dundes-S.F.L 
R. S. Mugale - Sahitya Charitre 

Charles E. Gover - Folk Songs 
of Southern India. 


ever 


1 


) 


life. 


2 . 


r 


Folk songs could be a most success- 


3. 


In 


i 


ful device to arouse the workers 
work-songs each stanza is treated as 
independent unit and sung when it comes 
to mind. This may be roughly 
into songs descriptive of various occupa- 






* 




j 


4. 


an 




* 


Dr. G.S. Paramasiviah-Kamataka 
Janapada Kavya Prakaragalu' 
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The Communication of 


and Classical 




i 




Music of Sout h India 


By 


, Department of Music, York University, Canada 


Prof. Trichy Sankaran 




India has a rich and 
heritage dating from 


been an artistic 


culture. Among their 
remains are figurines of dancers and 
women drumming and an ideograph 
of an arched harp of early Mesop- 


treme 

over the centuries without abandoning her 
traditional features. One common culture 

that is 

many internal cultural differences. Yet 
because of her many different races, regio- 
nal differences, various dialects, social 


typically Indian unifies India’s 


tamian type 


I 


Frequent references to music and 
dance are found in the Hindu epics. 


customs and habits and diversified religious 


Music has 


practices, India can be aptly described as 
a multicultural country. 


been very closely related to religion and 
has been part of temple rituals and social 
functions from the earliest times. 


Fine arts and literature play a promi- 
nent role in manifesting the culture of any 
country: among the fine arts in India, music 


Origin 


The origin of Indian music can be 


is held in high esteem 


at 


traced to the Vedas of 1500 BC. Che Vedas 


Mohenjodaro and Harappa reveal the an- 
tiquity of music and dance in India. 


compilation of religious prayers, 

hymns and ritual formulas pertaining to 
the Chalcolithic Age various gods. Of the four Vedas i namely, 


During 


related Rig, Tajor , 


Sdma and Atharva, Sama Veda 


(c 2500-1500 B.C.) a people 


The earliest Sanskrit 


to the Sumerians flourished in the 


is related to music 


treatise on music and dance, the Nalya 
Sastra mentions that Brahma (the Creator) 
and extracted the art and science of music from 

Sama Veda. Sama Veda is chanted to 


North and formed the so-called 


Indus Valley Civilization, 
tions at Harappa (Punjab) 

Mohenjodaro (Sind) show them to 


mridangam maestro who 




We are grateful to Prof. Trichy Sankaran, the brilliant 
is teaching percussion at the Toronto University, and is at present working on a 
Project covering India and the Far East and who has very kindly given us this 
Copy of his learned article in the 

Vol. ML, published by the Guidance Centre Faculty ol Pducation 
Toronto, Canada. This article shows what a truly cultural ambassador, 
Sankaran is — Ed. 


MULTICULTURISM” Magazine, Feb. 1979, 
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a 


1 Crossley-Holland Peter “India, in The Pelican History of Music, eds. A. 
Robertson and D. Stevens (New York Penguin Books, I960), p. 24. 
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Lvery painting 
surface has its own 
pecial needs, And | 
It find that Asian 


s 


i 


have a 
paint for each 


Constructive ideas for painting! 


Enamels 


! 




of them products of 
rigorous quality 
control measures 


Make sure you 
specify 


the best: 


Any surface that 


needs painting 


asian 


■ 








bhakti 


Jnana (supreme knowledge), 
(devotion) and karma (sense of duty) are 
considered drferent paths, different types 

for the realization of the Absolute, 

communion, becoming one 


discrete pitches; udatta 


three notes in 

raised or upper note, anudatta 

lower note and svarita 

middle note, thus suggest- of yogas 

musical scale to Yoga means 


1 1 


not 


4 y 


> i 


or 


*« 


sounded 


or 


ing stepwise tones to a 
come later on. Music in 
sidered another type of Veda known as 
Gandharva Veda. Also the vlna 

instrument), the Venu 

anga (two headed drum) are 
the Vedic literature as the three celebrated 


mind. Music 




with the object in 
considered another form of Yoga nada 

which the 


was con- 


(nada means sound) in 


(stringed yoga 

element of bhakti predominates. 


(flute) and the mrd- 


mentioned in 


Oh mind! Attain the bliss of Brah- 

by losing yourself in Nada. 

with all its Ragas composed of the 

bestowing delectable 

fruits, which Trinity, all the gods 

have cultivated 


tt 




musical instruments of India. 


seven notes 


Music Religion* Phiolosophy 


interwoven with 
a number of 


Music in India is 


and the great sages 
and which Tyagaraja knows. 


ft 


religion and philosophy in 


The material and spiritual worlds 


(Composer Tyagaraja 


are regarded as inseparable and the oneness 
of these two worlds has laid the foundation 
of Indian culture and has determined the 
character of India’s 


Many 

role of music as a more sublime path than 
vogic practices. 


social ideals. The 


regarded with 


philosophies in India are 

deep religous conviction. 

quintessence of Hindu philosophy 

art forms. 


Hindu Pantheon 

The deities of the Hindu pantheon are 

music and musical 
g aivite (worshippers of 


Unity in diver- 


sity is the 
which is 


also associated with 
instruments. Sfiva 

Vis jin- Vai$pavite 

) and Shokti (worshippers o the 

mother Goddess) 
highly characterized in the Hindu 


highly expressed in 


Eternal life is the core of Hindu philosophy. 


The spiritual wisdom is given the highest s' iva ) 


scientific knowledge. 


value and not mere 
Dbarma (right conduct), Artha (material 

wealth), Kama (desire, love) and 

the four suggested goals of life, the 

which means 

liberation of soul ; the first three aims 

to the end Moksha. 




the major cults 


are 


are 


S iva, the foremost of all Hindu God s 

and dance. &iv 


ultimate being Moksha 


is associated with music 
is said to be the King of dancers and hence 

. He is the embodiment, the 




are the means 


called Nataroja 
chief source of rhythmic energy 


. His dance 


Music, dance, drama and visual arts 


represents the rhythmic play of the cosmos. 

supposed to have evolved 

during His Celestial Dance with His consort 

The word talc (to be discussed 

all the finer 


basically philosophical in character 
The ideals of Hindu philosophy have been Rhythms are 
the theme, that is the subject matter, for 


are 


fa rvatt 


Hindu philosophy does 


most of the songs. 


later) winch encompasses 


contradiction beiween love on 


not find a 


considered to have 


aspects of rhythm is 


the human plane and love on the spiritual 


emerged during His Dance. According to 
tradition, the Divine dance was classified 
into two types, the tandava, the forceful* 


4 

plane. Expression is given to the senti- 
ments of love on both these planes, par- 


ticularly in some dance pieces. 
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O blue-hued lord, come 


and the lasya , the more 

The two 


masculine type 


me. 


together 


graceful, feminine 
produced 

formed later in many ta as 

tandaua and la represents 


, in your 


Robed in Banaras 

hand the flute. 

whole body redolent with fra- 


w 


(la representing 

together 


Your 


a 


rant sandal- 

showed vour mother the three 
worlds in your mouth 
. when she sought to chide you 
eating 

prop of the universe, 

Krishna of Udipi 2 ” 


a 


producing tala) 


& 


You 


hourglass-shaped 


The Damaru an 


sacred drum attributed to 


drum) is a 


to have 


sounds are said 


Fourteen 

forth from His damnra and according 
the legend those sounds were the origin 

Also the initial strokes or 

supposed 


mud). 


our lord 


come 


0 




to 


of all speech. 

the sounds of the mrdangnm 

have emanated from the faces of 


Dance 

the dancer would bring all 


are 


to 


Sometimes 


different lovely instances 


->■ 


* 

Saraswathi , the Consort of Brahma is 


and narrate them 


divine child Krishna 
through mudras (hand gestures) and facial 
■■^^■with which the Indian audience 


associated with the vina and is regarded the 
Goddess of learning, the presiding deity 


expressions 
is most familiar 


over fine arts. 


Krishna is also considered 


p lifted in the lon- 


a god of love, love exem 
ging of the gopis (cowherd girls) for Him 


Krishna Cult 

Krishna the incarnation ol Ktsnu is associa- 
ted with music and musical instruments* 
especially the flute and the drums . 
cowherd Krishna is depicted playing flute in 

paintings and sculptures. There are many 


divine Lord 


viewed both as a 
The and as a mortal lover at the same time 


Krishna is 


Stories of Krishna are also portrayed in 

Of the many 

of Lord Krishna 
of the twelfth 


a large variely of paintings, 
songs composed in praise 

musician 


5 


cult has been very popular in both South 


Jayadeva’s 


and North India. 


The episodes from the 


century) Gitagduinda constitutes a monu 


lives of Krishna are given 


mental poetry often sung by congrega- 


many songs and dances; 


it is particularly 
so in the Bharatandtyam (the classical dance 


singers and concert musi- 
cians alike. Dancers and painters 


too have 


of South India) 


The dancers and music 


drawn inspiration from Gitagovinda. 


X 


episodes of Krishna. 


Rama 


The famous 


is Lord 


Krishna ni begane baro” (Krishna ! 


< r 


Another incarnation o Ttsnu 


come 


soon), composed by Vyasar&ya in the 


the hero of the famed epic Ramayana. 


Rama 

among The most popular and 


J 


teeuth century is a favourite 


beloved South 


Tyagaraja (ei 


Indian composer 


* 


of 


century) was an ardent 


Krishna come soon. Come 
show me 


(I 


soon and 


and composed thousands of songs 


Rama 


your face. 


Two contemporaries. 

Sysm a 


in praise of Him. 

your feet and blue Muthuswamy Dikshitar and 
pendants in your ears. Tvancrs^ a re the most rev- 


With bells 






a famous Krishna shrine i 


is 


m south west India 
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circle), EUaftappu 


dancing in 
songs) and ma 
are some of the 
South India. There is 


ered composers, known as the South Indian 
Musical Trinity. Dikshitar, worshipper of 
Lord Muruea (the younger 
has composed many 
Syama Sastri has composed manv 

in worship of mother 


* 




wel! -known folk songs of 

festival in a 
The narration of 
Goddess Mdnamman 

who 


of tfivd) 


son 


no 


of Him and 


in 


temple without music. 

the story of the 
(the goddess of health and rain 

mankind from diseases like 


Kama 


protects 

small-pox 


South Indian con- 


are frequently sung in 
certs. 


and cholera) by the pusan 


with the accompaniment of folk 
instruments is very popular. 


The elephant-headed God 


worshipped primarily 

any auspicious beginning 

of all 


(elder son of Siva) is 


Several types of horns, conch, a 
variety of percussion instruments such as 
Z Z. (a barrel shaped drum made of 


of all the gods for 


and is believed to be the remover 

obstacles. The first song 
learns and also the first song sung in 
certs is usually dedicated to Lord Ganesha. 


that a student 


metal or wood played with the 


9 


pair of cylindrical drums 

the udukkai (hourglass-shaped 

battam (a large -sized tam- 
bourine played with sticks or bands), the 

ektard (singlestringed drone) and the 

instrument resembling a bagpipe 

made of cane i 


» 


Folk Music 




folk arts, folk lore and 

hold an important place 

Folk songs 


Folk music, 


in 


folk literature 

the cultural life of a country. 

spontaneous expressions 

Hidings and have been passed on 
generation to generation by oral tra- 

As folk music moved from region 

have also 


magudi (an 


with two pipes 


are 


circular gourd) are some of the large 

of instruments used in folk music. 




variety 


from 

dition 


The karagam is a 

South India performed by many 


to region, cultivated elements 

been added from time to 


time and thus dance in 


and dancers. It is an inipor- 


Many folk musicians 

of the temple festival for Man- 


remained state. 


folk music never 


have been influenced by tant part 


classical songs 


Indian classical 


Some of the 

and talas (rhythms) have 


tall conical 


folk tunes 

ragas (melodiesJ^^^^^^H^ 
unmistakable signs of folk origin. 


filled with uncooked rice 


on a 


decorated with flowers 


forms of karagams are also 


The 


* developed out of this older form. 

ntiquity and 


, entertainment, reli- 


dance is of great 


a 


and habits, occupation 


described in 


all reflected in 


S 


has been 


and rituals are 


gion 

songs 
dialects are 


as 


Regional folk songs, sung in their 


ram 


the kudakkoothu dance. 


Harvest 




to the 


fishermen's songs songs 


popular dance of the 


songs pertaining 


Chindu is a 


lullabies and 


* 


festivities, 

to rituals are common themes 

the length and breadth of 


in South India. 


in folk songs nomadic 


chindu is a 


throughout 

India. 


de- 


C kind a type sung by the 

Lord Muruga as they carry a 

their shoulders. 


the 


votees ot 


Kummi 
standing or 


IS A 


J 


kaoadi on 


women sing 


songs 
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times especially in refigion 


and 


very earliest 


to the 


of yoke from which offerings 


type 

deity such as milk and rosewater are sus— 

•fin different 


music, 
from a 

gudi tunes have imitations, 

be heard 


teacher through careful listening, 


pended. These 
tunes and metres) and 
become so popular that they 
even in the classical concerts of South 

India today. 


and memorizations is highly 

in this musical tradition, in 




can 


em 


other words music 


Unlike in the West 
music is not read and therefore there is no 

formal notation tom which Indian music 

a basic notation 


Classical Music 

fortunate that India has 
been preserving her literature through 
treatises on the art and science of music, 
written by many scholars from time 

time. Na tya Sastra which 
melody and rhythm very elaborately is the 

earliest and the most 
on music and dance. It was written around 

the second century B.C, by Sage Bharata t 

Matangas Brahaddesi (fifth century) and 
Sarngadevas Sangita Ratndkara (thirteenth 
century) are among other important trea- 
tises on music. The present form o* the 
classical music is a gradual evolution from 

the older forms based on the traditional 
principles. The contemporary classical 
musicians of the South and North, no patrons, 
matter what their stylistic differences are courts were great scholars, performers 


It is very 


is performed. (There is 
followed with regard to melody and rhythm 

visual aid.) This parti- 


« K 


used mostly as a 
cular aspect of ear training in music is 
highly regarded by many Western compo- 

West- 


to 


deals with 


treatise sers and musicians 


many 


- ■ 


feel that “their notation has closed 

for expression 


erners 
ofi important avenues 




of 


In the past, classical musicians 

high calibre were supported by Maharajas 

(kings) and Tjamxndars (wealthy landlords). 

It was considered an honour to engage 

!■ 

renowned musicians in royal courts. TS.eir 
material needs were taken care of by the 

musicians at the 


Some of the 


constantly refer to these treatises and rely 


composers and teachers. 


upon them as their source material 


The situation of musicians has now 
ciianged with the advent of industrializa- 

political 

there are no more kings or 

and so no stable support and the musi- 
cians have to compete for their livelihood 

by performing for the public. As a result 


Before the music of the South and 
North is discussed 

made of the traditional method ol 
ning Indian music and the changes 
ronage for the musicians. 


lion and 


mention 


Icar- 
in pat- 


I 




Though related to 
^particularly the performance of 
such is kept somewhat^t^^^l 


theory 


music many Sabhas (public organizations) have 


emerged, which eature music, dance and 

drama on a regular basis. In a way it 
is a welcome change for 

n ow they can hear a top ranking musi- 


music) as 
separate from the 


» I 


theory. The oral system of 


communica- 

in India from the 


tion has been a tradition i 


• Robert E. Brown 


India’s Music, in 
M. McA Hester (New York Johnson 


it 


Readings in Ethnomusicology, ed. David P. 
Reprint Corporation, 1971 ) p. 293 . 


tl 
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the two is the manner in which the tempo 

is changed. While the music of the North 

i n speed the 

music of the South observes a steady pulse 


paying an admission 


cian in a concert by 

fees; thus music has spread from the re- 
stricted circle of the elite to the general follows a gradual increase 


public. Also it has led to a prevailing 


(tala) throughout a piece (a precise 


competition among musicians to 

firm position for themselves tionship is maintained^against the 

pulse whenever the musical phrases are 


secure 


stature and a 
in the music 


halved, doubled, tribled etc in speed) 


distinet styles, the 


There are two 


Karnatak (South Indian) and 


Classical Musical Instromenls 


in the modern perfor- 


(North Indian), 

of Indian classical music. Accord- 


India has a wealth of musical instm- 


manee 


those that are 

the classical music of 

The tanpu to 

i an essential drone instru- 
Karnatak and Hindustani 

ubiquitous, long- necked, 

plucked lute used for tonic reference in the 

stringed, fretted 


music there ments. l will mention 


ing to the history of Indian 

such distinction until after the commonly used in 

The distinction was South and North India. 

consequence of changes in (also tambura ) is 
conditions-of frequent Moghul me nt for both 

upheavals in 
When the Moghuls 


was no 


thirteenth century. 


largely the 


the 


music. It is an 


invasions and economic 


North at that time, 
conquered North India some well 

Kusruy brought Ara- 

cultural elements with 


ensemble. The vina is a 


(twenty-four rets set on bee’s wax) lnstru- 


musicians, like Amir 


of great antiquity used for playing 


ment 


bian and Persian 
them and 


Vina has taken on many new 

conturies. It 

the form of 


introduced into melody. 


were 


instruments and shapes and sizes over many 

also exists in North India in 

and sarod are the most 
instruments of the North. 


Certain new 


this music. 


also added and as 

a different bin. The sitar 


a 


musical forms were 


result the music was put in 


of Indo-Persian musical popular strigned 

flourished 


garb — a mixture 

elements. 


The sitar is a fretted instrument similar to 


The Hindustani music 


the vina of the South in many respects but 

the sitar are 


South Indian remained 


in Moghul courts. 

relatively undisturbed and the 
the South continued to prosper mostly in 

the temples. Since South Indian music 

not subjected to foreign influence, it 

traditional and a piece of 

A flute made of bamboo is 
the South and North and is played m 


music of unlike the vina the frets on 

The sarod 


unfretted 


an 


movable. 

finger board made of metal and the strings 
attached to the bridge which is fixed on 


are 


was 

is considered 
authentic. 


i.ide that looks like d; um head. 


more 


used both in 




The 


especi 


transverse position 

is largely a matter of uses a longer 

The fundamental Kagasvaram is 

ment __ 


The difference between Karnatak and 


Tl 


flute known as 
double-read wind instru- 


Hindustani music 

style and approach . 
principles of melody and rhythm are 

to both systems but they diner m 


a 


of the South performed usually on 

like marriages 


and 


occasions 


auspicious 
temple festivals. It is 


common 
content . 




One striking difference between 







h 


small tambourine kanjira, an earthern pot 


a 


-headed drum, one 


tawl a two 


and a jew’s harp, morsing 


percussion 


Other ghatarn 


nakkot performer who 


* 




thimbles. The 


with the 

counterpart 

which is smaller in size 
propitious 


ions and 

articulations also forms part of the per- 
cussions 

(iolkattus known 
is a common 
tabla solo in the North. 


i 


is 


of 


and also used on 


ensemble. The recitation ot bols 


bols in the North) 
feature in the middle o; a 


as 


two of the western 


India has adopted 

clarionet and violin 

India two hundred years 


instruments 

was adopted in 

and is 


Saga 


1m 


an 




ago 




melodic instrument for 

It is also pop- 
The violin is 


two principal elements in 


ant accompanying 
any ensemble in the 

ular as a 


There are 


which refers to the 


Indian music: raga 
melodic aspects and tala the rhythmic 

aspects. In the North raga 


solo instrument. 


the North although 


not very popular in 

North has another kind of bowed ins- 
well as 


and tala are 


> 


♦ 


tag respectively. Indian 


the 


called rag and 
music does not have harmony. It is totally 
melodic and modal in nature. The melodic 


trument called sarangi, a 


as 


The clarinet is 


accompanying instrument.| 

used only in South India where it is accom- 


instrumentalist, chooses 


soloist, singer or 
his tonic pitch and tunes the drone to the 




panied by the tavil. 


■ 


tonic and fifth. Tonic and fifth remain 


literally walerwaves 


The jalatarangaan 


* 


9 


throughout the performance. 


to the South, 

water-filled porcelain cups of differ- 

of the cup and the 


constant 

Once the pitch is decided upon, it is not 


another instrument unique 


uses 


in the middle of a concert 
!t There are no key changes in Indian music. 


: the size 


# 


ent sizes 


amount of water determine the pitch, 
is played with a pair of small sticks. 


has certain traditionally fixed 


Each raga 


tones (pitches) in its ascending and 

The character of each taga^ 


The most popular percussion inst* 


the two-headed, barrel-shaped ding 


is 




is established by the order and the sequence 


drum, mrdangam [the prominent head is 






; 


the ascending and descen- 




tuned to the tonic and the other provides of notes used in 




ding scales and also by the manner 

notes are ornamented. 


bass), a principal accompanying drum for 

concert. The 




in 


percuss- which the 


\ 


any 




subtle and 

integral part of the melodic 

hundreds of rdgas 
each of which has individual characteristic 


ion instrument in North India is a pair of g amakas (ornamentations) are 
kettle drums, tabla proper, tuned to the they are 
tonic and bayan, a bass drum. The 
together are known as tabla and they fun- 
ction in a way similar to mrdangam. Paka- 


an 


pair structure. There are 




The notes 


features and distinct moods. 


discrete pitches used in a raga 


arc 


or 


also used in North called staras represented by specific Indian 


uar to mrdangam 


IS 


pa da ni which 


India. It is used to accompany 
(serious, older style music). Other per- 
cussive instruments ot the South include 


drupad solfcge syllables 


sa na ma 

correspond to do remifa so la ti. There are a 
number of ragas that use all the seven notes 


32 


in both ascending and descend i 
other 


the paintings i 

poetry and painting are combined and 
expression to the entire 


i 


m which the three arts music 


ragas use either 


six or five tones 
only. In addition there are rdgas that are 

(crooked) because of subtle upward 

and downward jumps within the scale, the 
ascent 


ive 


range of human 
experience. Rdgas are not only associated 

with different moods, but also with the 
times of the day, 


from the descent. 


the seasons, and the 
This concept 


various 


of relating 


are supposed to evoke certain 

in the minds of listeners and day i 
artists alike. The aesthetic appeal or the 


rdgas to nature and different times of the 


emotions 


is very old and mention of this fact 

silappad igaram. 

musicians try to follow 
concept as much possible, the South 
Indian musicians do not necesssarily adhere 
to this practice because of the 
timing of contempory 


is found in 


But while the 


emotional 


impact created by 
dance, drama, and poetry is termed rasa 

extract ”) aad according to the 
Indian classical tradition there 


music, 


ndian 


(C 


are nine 


nature and 


such sentiments ( nava rasa ) 


There 

concerts take place only in the evenings 
an<f mostly inside auditoriums and South 


concerts , 


They are 

srngara - 

of »he longing for love, 

hdsya 

karuna 


the romantic, an expression 


musicians have changed their 


views 

is particular aspect of musical tradit- 


the humourous 


In he North adherence to the time 




ion. 


» 


theory also appears to be slackening 


and 


though it may take 


some years, the Hindus- 


the heroic. 


veer a 


tani musicians 

the expression of fury and sample of the artists of the South 


are bound to follow the 


roudra — 
anger. 




Tala 


To the theory of musical time, 
has contributed 


the expression of fear. 

of disgust. 


ora 


sophisticated and 


bibatsa 


developed system of rhythms. 


adbuta 


' he metres in 


the expression of wonder 
the expression 


music are consi- 


dered to have been 


a development from 
' i! ' metres ot Sanskrit Prosody. Groups 


of peace. 


Srngara , karuna and shdnta 

the predominating 

bhayankara are thought to be 
for drama . 


of short syllables, long syllables and 


are said to be 

rasa in music, bibatsa and different combinations of the two are the 

fitting fundamental roots of the 

basis for the durationa element i 


metres and the 
in Indian 


more 


music. The music is 


governed by the 
rhythm of the tala. Sarngadeva 


Ra g as are 


metre or 

North and defines tala as the root 


grouped as male and 


female {raga 


ragini ) in the 


or basis of every 
vocal, instrumental 


many ragas have been depicted i 


in paint- form of Indian music 


mgs and are known 


and dance. Tala is 


paintings. 

seasonal themes, moods and deit 


as raga mala 


an organized metric 


1 raditionally determined 




associated with 


ragas are all portrayed in 


rhythmic units and is performed through 


Shankar, My Music My Life (New York Simon 


and Schuster 1968). p. 24. 
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pioneer musical pedagogy, the lather of 
Karnatak music. 


conventionally followed hand gesture^ 

claps, finger counts and waves. 


as 


Each composition is sung in a parti- 


There are hundreds of talas covering a 


cular raga and tala as set by the composer. 


and each 


whole range of time measures 
tala has its own 
divisions. 

talas give rise not only to a variety 
time measures but also influence the pat- 


The compositions are mainly in the Sou- 


characteristic structure or 


them Dravidian languages, Telugu, Tamil, 
0 f Kannadam and Malayalam. There are 
several types of compositions for example. 


The different structures of the 


terns in singing and drumming to a great 
extent. 


i wrnam (an etude-like piece) 

kriti (art songs — commonest type of 




Elaborate theory on tala discusses ail 
important principles of rhythm including 
the length and magnitude of time, the mode 
of reckoning tala (hand gestures), princi- 


svamjati (a piece in which the poetic 


text and svaras are sung alternately) 


i 


pies of setting melody in a tala t the three 


padam (unique characteristic style, 


degrees of speed vilamba (slow), madya [me* 


of emotional feelings, love themes) 


and durita (fast), the different parts 


to a tala (anga), the five possible variations 


javali (a light piece in 


which senti- 


(Jatis) applicable to each tala, the 


commen 


menis of love 


cement of musical pieces at different 
(graha) in a tala according to the 


places 


nature of 


ilow of the melody and the visual i 


ting piece 

with poetic text) 


interspersed 


images 
ic patterns. 


O'ahj) of melodic and rhytbmi 


The last three types 




Karnatak Music-Musical Form 




repertoire. 


The music is presented in both 

posed and improvised forms. There 
thousands of 


com* 


improvisations take place before 
‘tog a composition. There are 

types of improvisations : 

ana, Alapana 

a composition and is per- 

rdga as the composi- 
improvisation on 
The drums are 

only melodic 


are 


HH|^^Hcompositions most of which 

d - f te i i • Cm ■ 1 1 e eighteenth 

centuries and are 


major 


and nineteenth 


alapana, niroval and 


sung in Karnatak 

• As mentioned earlier the 

century r 

M uthuswamy Dikshitar 


svar 


concerts 






a prelude to 
formed 

tion. 


is 


at present 
teenth 




eigh- 

composers Tyagaraia. 


in the same 




It refers to the i 


raga in free rhythm 
silent for this 


are tiie most acclaimed of all 
posers and their 


Indian 


corn- 


section and 


compositions figure 


promi- 

Equally honoured ii 


soloist and melodic 


nentiy in concerts. 






alapana 


an earlier 
(fifteenth c 
thousands of 

nadam in 

a lucid 


Airaval and 

are performed within the 


saint- 


composer Purandarada 

0 who 


9 


svar 


written 


composition and so 


The 


tala 

is the melodic improvisation per- 

iormed on a line of text chosen from 


songs m the langu 

Praise of Lord Han 
style. He i 


former i 


( Visnu, 


in 


a 


is 


regarded 


as a 


composition and the latter i 


is the impro- 
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i * 


visation using svaras. 

svarakalpana the main performer and the 
violinist perform alternately with the drum 
accompaniment. It is the option of the 
melodic soloist to omit any or to include 
all three types of improvisation. 


instrument or the playing ol 


During niroval and 


music 


two-faced drum 


the mrdangam, the 


that is most popular in the South. 


Since the compositions in the North are 

generally short, the emphasis is more on the 
lines of improvisation. There is no sepa- 
rate music for instruments-it is all derived 


There is yet another kind of improvi- 
sation known as tanam which figures in a 
major item ca led Hagam- Tanam- Pal lavi. 
In the tanam the improvisation falls into 
regular rhythmic pulses yet unmeasured. 

musician the scope 

and 


from art songs, that is, based on the vocal 
repertoire. The North has an instrumental 
music or more precisely instrumental type 
of compositions known as gat even though 
they are fundamentally based on the sin* 
ging style whereas all South Indian instru- 
mental music derives from art songs. The 
types of compositions in North Indian 
music are dhrupad (a serious older style of 
religious nature), khyal (imaginative, 
elaborate and romantic style) tappa (folk 




The Paltavi offers the 


to prove his creativity 
virtuosity. 


lindustaoi Music 

Like the South, North Indian music is 
also presented in both composed and 
improvised forms 
much more elaborate and highly organized 
in the South than they are in the North. 
The famous sitar virtuoso Pandit Ravi 
Shankar has said: 




type) thumri (light) 

tdrrdna 


romantic) 
(a short piece using solfege 


t 


The musical forms are 


syllables). Thumri and tarana are com- 

tilldnd respectively 


parable to javali and 


of the South Indian music. 


Format 


The following is the usual format of 


In general, Karnatak music is char* instrumental music in the North. Rdga 
acterised by a far greater degree of improvisation (the 

the music of the drum accompaniment) falls into three 
is based on a very tions, namely, dldp (improvisation on the 

The rdga in free rhythm and usually in slow 
compositions pace) jor (improvisation with regular rhy- 

greater thmic pulses added -yet unmeasured com- 




solo form without 


sec- 


precision 
North and it 






strictly 
percentage of fixed 


organised system. 


played by artists is much 


parable to tanam of the South) and jdla 


too. Embellishment of fixed forms 


* 


elements of a (similar improvisation as jor with rhythmic 

speed) Then comes a 

short instrumental piece gat set to a tal io 
which the drum tabla enters. After a 


is one of the prime 
Kamdtak musical performance wher- 


pulses in a faster 


stress is put 


eas in the North more 


improvisation— reaching out 
beyond the basic forms. Perhaps 

logical arrangement in the Southern 
music the Westerner often finds 




series of improvisations on 

of the organisation and gradual speeding up it 

form in an excitingly faster speed. Occasi- 


gat and 




onally musicians are free to change the 


it 


tal or introduce a di fferent rag, perhaps 


easier to learn the Karnatak system 


even a different gat . 


whether he is interested in vocal 
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The classical 


. music of India captured ethnic cuilures. 

the interest of the Western 

musical and cultural values of India have 
appealed to the scholars 


world. 


The have been supportive of cultural i 

York University in Toronto 
musicians and the should be commended for its 


immersion 


programs 


» 


efforts in this 
The Music Program at York offers 

in the performance of Indian and 


students of the West. There 


is 


area 


something that this music has to offer from studies i 
the educational, cultural and performance 


African 


music— this makes the 


program 


viewpoint. Lately 


some 


composers and 
-_l certain 


unique among 


music 

programs. In addition to being a centre for 

aspects and Indian Indian musical activities which is 
and 


musicians of the West have taken 


ic 


l 


ic 


frequen- 
community, York 
an annual music festival 


instrumental sounds 


ted by the local Indian 
and University holds 


incorpo- 


rated them into their classical, 
rock music. 


jazz 
and students 




Musicologists 


in honour of the Saint- Composer Tyaga- 
raja following the model of that of South 


hold Indian musical studies i 


m high regard 
because of their methodology aod cultural 
value. Thus study of 

this musical culture 


India. 1 ie estival provides 


a great oppor- 

community to 
varying personally meet and mingle with the East 


exposure to tunity for the Canadian 


have had 


significances, depending 
roach. 


upon the app- 


and to experience direc- 

Many 


tly the true spirit ol Indian culture, 
students from the Indian 


Educational institutions can play a vita! 
role in bringing different cultures under 
roof especially in a country 
where the society is formed of 


music program at 


York perform every year at 


festival. 

Canada To them the musical manifestation of their 
various culture is a very valuable 


one 


like 
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Thadhinginathon 




Time Beats and 




By 


S. Ramachandran, (Central Railway) 


Music do I hear ? 


Time” is a word with profound con- 
notations. When we refer to duration of 


/( 


*» 




Ha, ha ! keep time : 


how sour music 


time, say, for the accomplishment of an 

event or act or performance, it is an expre- 
ssion of speed. The varied situations 

and the entire gamut of our elemental 
emotions which operate as powerful for- 
ces day in and day out, all have a posi- 


ts 


When time is broke and no proportion 


kept ! 


So is it in the music of Men's 
lives". (Shakespeare) Richard II). 


live bearing on Time. Our scientific achie- 


vements are based and measured in terms 
of this ubiquitous yardstick. We achieve 

a definite span 
of time. We also realise that a particular 


While discussing the subject, let us 
consider first the vocal musician who 
elaborates on the subtle and aesthetic 
nuances of a Raga. It is an imaginative 


a specified target within 


biological process or chemical reaction 
takes place, again subject to the never- 

failing time factor, 
range of institutions that bear testimony 
to our progress have all come to be erec- 


painting bringing out an arresting swara- 


In short, the extensive 


knit work, within the confines of certain 


When he so 


accepted norms and frame, 
elaborates on a raga, the time beats under 
reference do not operate in the manner of 


ted over periods of historical time 


even take the 


any constraint. He can 
liberty of delineating a raga 

Even in the realm of music and the of five minutes or 
performing artist, Time has stupendous 
significance. I place the emphasis on the 
role played by the percussionist, in 
cular. in a music concert. For him it is an a 
the very life and blood. Like the wind to 
the sails, like the rails to the train, to the 


Rhythmic Time 


over a span 
half an hour as he 


But in the case of the 


might choose, 
mridangam vidwan, the position is stigh* 
^■■Hln the first instance, his is 


tly different. 


. Next, as said earlier, 

indispensable to 


the time beats are ever 
him in his functional role during the con- 


J 


exercise or creative effort that 


cert. Any 


percussionist "Time", expressed in terms 
of beats or rhythmic punctuations, is his 
very basis of existence. When he goes off 

he presents the sad picture of 


he makes while the musician or violinist 
handles a kriti, Nirawal or swaram singing 
is just dovetailed on time beats. Howe- 
ver, on par with the vocal musician who 


t 


a derailed coach. 










time lengths, duly substantiated in 


, the mridangist also has 

during the Tani of notation (SOLLU), so 


terms 


expounds a raga 
room for freelancing 
Avartanam, as the solo is called in com- 


as to reach by 


repeating three times, a particular point 


or 


stage, determined or chosen by the 
musician as the 


mon parlance- 


point of start 


in the 

tala cycle, precision in th's regard is what 

is essentially looked forward to and where 


## 




Tani Avartanam 


It is a creative exercise comprising of 


it fails, the image of the artist gets sullied 


Nadais and Korvais. Nadai pattern 
schemes are ingeniously planned and 
executed on the instrument to produce 


Given an audience consisting 
and the rasikas and laya vidwans the 


of good 
supreme 


a striking effect on 


the ear 
movement of 


fin- skill underlying a KORUVAl is 
gers prompted by scholarly permutation which leaves an inprint not 
of rhythmic pieces has an arresting charm, gotten. 


intellect- The deft 


easily for* 


all its own to 


Nadai 

models, be it Chaturasra, Thisra Kanda 

T J 

or Misra are all calculated to extend over 


Thadinginathom 


i r 


4 i 


not in much details and 
depth, it would be interesting to delve 

Just as the 


a number of tala cycles and played with 
precision, providing for each pattern 
finale known 




into the subject briefly 


as KORUVAl. The San* 
keerna Nadai however, is rarely 
our concerts. 


is a unit of currency 

— is a practically evolved, det- 
ermining matrix in a Koruvai. 
of letter 


TRADING- 


44 


heard in 


1NATHOM " i 


In this context, when 


one 


It is a five 

. space length conveniently practised 
within the parameters of professional 
pertise. 


talks about multiplicity and plethora 
Nadai patterns, one can 


not forget the great 
contribution of the late Tanjore Vaidya- 

natha Iyer. The analytical approach, hard I 
work and 


ex- 


lengths are calculated 
h of this five letter unit and 

t at e demonstrated in practice equating against 

i letter segments like 40, 20,15, 10 and 

Condensing THADINGINATHOM 


brought to bear on the 


art of Mridangam 


have come down 


to us with a stamp not 


so on, 

unit in terms of 6 letter lengths and 

multiples thereof is 


likely to be effaced 
time. 


the passage of 
Even today Mridanga Vidwan 
have had training j 

stand out from the 
excellence. They 
fore any vocal 


s who further 


also dexter- 


in 


school ously carried 


out by adepts wijh precis- 
ton and clarity, Nadai and Koruvai pat- 
terns, while being played apparently in 
one particular form, at times carry under- 

different contour at the 


\ rest tor their sheer i 
just don't fumble be- 
musician, whatever be 
in swara si 


his 


-competence 

iperformance. 


s, nging or Pallavi 


tones of 




hands of 


maestros. 


One may say that 
' Sruthibheda 


Koruvai 


this is 


similar to 

alapana presented by the 
spell accuracy and i 

this blend producing 
lime and scholarly. 


4 I 


in raga 


It is a 


Piece that would 

quality and skill 

symbol of 


musician. Clarity 


out the 
It is a 


precision, all contribute fo 


of the Vidwan. 


an effect truly sub* 
At this point, we are 

•ttaightaway reminded of the late Muthu- 


creative glory 


wherein he 


Pieces at 


specified 




Padam, Layam and 


vira Pillai in i havul and Palani Subramania three elements viz 
Pillai and Palghat Mani Iyer in Mridan- Vinayam 


* 


Unquestionably, these are the 


which denote the funda- 


traditionally 


mental excellence of music 


■ 


' Anusaranai 


1 t 


us over generations. 


handed down to 


depth, de|ine- 


Here, Raga elaboration in 
ation and Niraval at points of sahithya 


Mridangam 


In its very nature, since 
accompaniment, the mridangam vid- 
wan is basically expected to keep time 


is an 


Bhava. presentation of 


denoting Pada 


patterns replete with 


The main 


and maintain Kala pramanam. 
musician renders a 


creative swara 
scholarship and skill in rhythmic precision 


* 


set to a 

cular tala and the picture at once be- 
comes lucid and complete only if adequate the process 


and a general feeling of involvement in 

all come into focus, 
of the late Mazhavarayanendal 


The 




is provided by the accompanist 


Sarvalagu 
on the Mridangam. What is often 


memory 
Subbarama 


springs up in 
Swaram and 
The late 


r, 


on the part mind whenever 


M 


ANUSARANAI 


red to as 
of the 

Sarvalagu element, 
musician a fertile background and helps his 


it 


f 


i singing are discussed. 
Mudicondan Venkatarama Iyer was also 


percussionist is very much this Pallavi 

It provides the [ 




the subject. Adm 
must have to his credit 

high technical attainments while 

the Pallavi 


an authority on 


i 


the musician 


manodharma or creative virtuosity to come 
out in glorious form. The late Madurai 
Mani Iyer particularly used to feel enth- 
used while rendering his Swara Prast* 
hara if the 

Mridangam played Sarvalagu 
patterns in an abundant measure. 


Role of the Mridanagam 


accompanying artist on the 

Nadai 


The rhythmic pattern spelt out in tha 
piece no doubt calls for the skill 


Pallavi 

of the percussionist to come into full play. 
Apart from the much coveted Anusaranai 

to proceed hand in 
musician's style of singing 

vidwan has to translate and express 


Here a certain trend which mani- 


fests itself in the name of Anusaranai is 
to be guarded against. What is expected 

of the accompanist is not syllable to 

syllable reproduction of what the musician 

He should provide rhythmic 


hand with the 


the Mridan- 


* 


gam 


the Pallavi form in terms of specific and 


While so 


articulated rhythmic notation, 
sung and is not a translating it as required, he pays attent- 

to the emphasis, pause and punctuat- 

placed at particular points in the Tala 

chosen by the musician. 


sings, 
frame for the piece 


second violinist for that matter. Still there 


ion 


ere occasions when the mridangam Vid- 


lon 


■ 


The 


wan is required to follow closely what cycle 


so 


the musician sings by means of articulated 


Kaaruvai is another 




it 


ngage the attention of the per- 


Here, we refer to po int to 


rhythmic expressions 
certain Pallavi forms. 


O 


t 


* 


Eduppu or starting 


cussionist besides the 


Rendering the Pallavi form i 




point. 

Anuloma and Pratiloma speeds wilt have 
to be attended to in impeccable precision 
based on the rhythmic designs he fash- 


Pallavi 

Pallavi is a piece chosen or 
out for expression so as 
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his individual Lakshya Gnana 


which 
The 
Iyer would 


distinctive idiom, as 


ions out in his own 
suggested 
cited above. In a 


translation just varies from one vidwan to another 


in the articulate 


Mani 


profile of Palghat 


nutshell, the scholar 


irresistibly emerge in our mind 


on such 


ship of the Mridangam Vidwan 


reproducing occasions 


how much he succeeds in 


the Pallavi Bhava through the rhythmic 


Traditionalism 


compromising, however, on 


symbols, not 
the traditional purity of the norms en- 


Innovation always has a place 
field of artistic endeavour aiming ai pro* 


m any 


joined on him when he handles 
divine instrument. 


viding rich aesthetic fare, but 
it becomes an inroad. 


not so if 


A line of demar- 
cation has to be carefully drawn between 
the two. 


Off-Beat Pallavis 


I trust I would not be mistaken 




Yet certain Pallavis at the hands of for holding a brief 
musicians assume an off-beat form. Such school 


t 


ior any conservative 


or syllabus in this 


But 


pieces are to be as though straightaway 


chaste and pure forms i 
on the intellecutal 


in any artistic and 
output have always 
lasting values and lustre. 


photographed and reproduced 
Mridangam 


. Here would come into play 


Kagas derived from Folk Husic 


By 


Dr. S. Ramanathan 


It is said that Rishi Moolam 


and Nadi 


Madhyamas and Sankarbharana. 
or two notes were omitted 
other ragas — shadava and audava. 


Moolam should not be 
the origin and hi 


But 


into 


story of Ragas is 


it gave rise to 


a fasci- 


nating one, a rewarding 


experience. 


In Bharata 


.. . s time . Ragas as we know 

em today did not exist. But the nucleus 

were 


Music 


was evolving in the various 


regions of the country 
was slowly evolving. 


The Raga system 


two 


grama-s, 

Moorchanas. i 


Ragas prevalent in 
various regions were given names after 

That is the reason for the 


shadja and madhyama. 
ascent and descent starti 
gandhara. etc. and 


i.e 


■ ft 


ng from rishabha, 

coming back to that 


the regions. 




Raga names like Gurj 




ari, Malavi, Saurash- 
Gauda, Gandhari 


note, gave rise to 


ft BB! new scales because ol 

the different distribution 


tra, Saindhavi 
These were derived from the people's 
music, folk-music. 


1 • 


of 


were called jatis 


Seven jatis from 

possible. The R a 
mentions the seven jatis. 


each 
mayana 


grama 


was 




Brahaddesi of Matanga (7th century) 

I am going to deal with 


They would be 
Karaharapriya Todi 

if f 

bhoji, Natabhai 


states 
the Ragas of the 


I § 


equivalent to Ragas 

Harikam- 


We 


various regions'', 
also know that Bharata did not deal with 


m 




airavi, 


Todi 


with 


both Ragas. 




In the beginning I referred to Nadi 


In the Tamil system of 


music, the 

fundamental scale was cempalai equiva- mcolam. The origin of the ragas is also 

like Nadi moolam. 

scales were derived Irom it by Kural* is very simple, ragas like Anandabhairavi, 
tiripu or modal shift of tonic. The resultant Yadukula Kambhoji, have grown out of 
scales were of course identical with the all proportion, like a banyan tree from a 


Though the beginning 


lent of Harikambhoji and other palai-s or 


jatis derived from shadava grama 


The tiny sead. 


highly evolved 


pan 


was 


by the time of Brahaddesi, 
Thevaram and Divya Prabhandam we have 
23 pans used. In the Tamil aystem, there 
were 103 pans; Four of them were the 
maior pans (m r jbQ u umi&m). Signi- 
ficantly they are ascribed to the four 
regions of the Tamil land. Palaipan. 
Kurinjippan. Marudaippan and Seuvazhip- 
pan. According to the ancient Tamil 
grammar Tolkappiyam, the Tamil country 
was divided into five regions; 

Kurinji. Marudam. Mullai and 
It is interesting to note that in Greek 
music also, the modes were named after 

Lydia, 


The evolution of these ragas is spon- 
taneous, right from the people's music. It 

is significant that they are all pre- Venkata* 
makhi 


* 


The Ragas owing their origin to Folk 


. Music are 


m 


1. Nadanamakriya (Ananda Kalippu) 


Palai 

Neythal. 


2. Punnagavarali (Odam) 


3- Anandabhairavi (Kummh 


Senjurutti (Themmangu, Chindu 


4. 


particular regions, Phrygia, Acolia, 


etc. 


Kurinji (Gowri Kalya nam) 


5. 


The folk 


of the 


6 


regions 

in course of time, paved the way for full* 


7. Madhyamavati (Nalangu) 


In Tamil music melodies 
have particular names like Kummi, 
Ananda Kalippu, Pallupattu, Themmangu. 


8 Nilambari (Talattu) 

Pantuvarali (Wedding Song) 


etc. 




One of the characteristics of the ragas 
orginating from folk music is that their 
range is limited to one octave, sometimes 
to two half octaves. Many of these [ragas 
have to this day maintained this characte- 
ristic, viz., limited tessitura. 


Mangala Kaisiki (Wedding Song) 


10 


In Art the highest success is to be 
the last of your race, not the first. Any- 
body almost can make a beginning: the 
difficulty is to make an end — To do what 
cannot be bettered 


* * 




It is noteworthy that Thyagaraja has 

Utsava 


used only these ragas for 
Sampradaya Kirtanas and Divyanama 
Kirtanas. Swati Tirunal's Utsava Praban- 


dhas are composed only in these folk- 
melodies 


GEORGE BERNARD SHAW 





Letters to the Editor 


a discussion on 


\ 


suggest you arrange 


► 


Sir, 


these and other aspects in the columns of 
your esteemed Journal, involving 


I find your Journal quite interesting 
because it covers 


senior 


several aspects of the 


musicians and musicologists of repute 


Sangeetha Sastra. compositions, vaggeya- 


karas and musicians, and it is 


to some 
am partic- 
issue has 


0. Seshadri. 


I 


extent, research-oriented. 

larly happy that the April '83 
been devoted to one of the greatest com- 

of Carnatic Music in this century- 


A-2, Co-op 




x 






posers 
Sri Papanasam Sivan. 


Sir, 


Today, unexpectedly, I came across 
try to 2 issues of 'Shanmukha' - Jan & April 

Numbers, and at once bought them, 
am very much pleased with the contents 

In these days, when 

are deteriora- 
like 'Shanmukha' are 


I am sure that the Sabha will 


I 


so as (1) to 


develop a research wing 
throw light on great composers of the pre- 

Trinity and post-Trinity periods i 

Nadu and Andhra areas ; (2) to popula- 

kritis of the great composers; and ting, 

needed . 


Tamil of the magazine 

traditional values in music 




journals 


rise rare 


In this 


scholars 


(3) to guide young 


Margadarsi Sesha 


context, the 

Iyengar by Shri T. S. Parthasarathy - who 
has been doing yeoman service 
music research field - and the publication 
of one of the Keerthanas of Sesha Iyengar 


on 


May Lord Sree Rama bless you all 

M. Ramaehandra Apparao. 


n the 


T' nagar, 


Madras - 6000 17 


in your April '83 issue were quite appro- 
priate. 


x 


x 


x 


Sir, 


I am thankful to you for publishing 


I think, need to educate 
generation in the modalities 


There is, 


Mela Kartha Raga 


the article ‘A New 


the younger 

of a music performance- 
This aspect has been briefly but effecti- 
vely touched in Dr. Sulochana Rajendran's 
feature 'Cultural Scene in Bombay' in the 


Scheme' by Dr. Manchala Jagannatha Rao 

Dwimadhyama Mela 


i 


regarding the 


Rajaram, Station 


Ragas' rendered by Sri 


Director, A.I.R. Hyderabad. 


connection, I would like to 


April '83 issue under the title 'Craze for 
Swaras'. The theme can be elaborated 

judicious combination of 1978, 4 songs i 
different tempos (Vilamba & 


In this 


mention that I have composed as early as 


Dwimadhyama Mela 


in 


to show how a 
kritis in 

Madhyama) will make the concert more 

lively, how feeling or 
infused into delineation ot Ragas and how 


Mayama- 


Ragas, one each in Kanakangi 
lava Gowla, Suryakantham and Sankara- 

Subha Shri derived 


The Raga 

from Kanakangi, replacing 
with prathimadyamam 
by Sri S. Kalyanaraman, 


can be baranam. 


( I 


£ J 


jeevan 


Panchamam 


, has been rendered 


the tendency to make every song an 
cise in laya vinyasam should be curbed. 


exer- 













due for release in June 


of published and are 


■ 


1979- bv Sri. T. R. Subramamyam 

Surya Lalith next 




* 


Delhi University, in 


request you to publish this informa- 


I 


in 1978. The 


derived from Surya Kantham, in 

' | Lalith from Maya 

and Sankara Lalith from 


ion in your Journal. 






Yours sincererely 
D. Pattammal. 


other ragas are Maya 
Malava Gowla WBB& 






p 


These songs 




Sankarabaranam 
















and Organised by the Sabha 


Events Concernin 


1 


* ► 






devotion and distinction under the ins* 
piring 


Shyama Sastri Day and 
Swathi Thtrunal Day. 




leadership o! Prof. T.V, Ramanujam. 








* 


Shri B, Narayanaswamy, 

Bombay 


an 


The Sabha observed the ‘Shyama Sastri. 

16th April 1983, and the Swathi cate of the 

Association who specialised in the Indust- 


owners* 


Mill 




Day’ on 

'Thirunal Day’ on 1st May 1983. Many 

including the staff and the students rial Disputes and allied Acts 




was a 




m 




artistes 

of the Sabha’s Sangeetha Vidyalaya paid and very enthusiastic worker for the Sabha 
homage to the composer by singing their a nd its Hall 

kritis, with devotion and felicity 








who worked for many 






* 


He who was also 

of the 
the S.I.E.S 


years in Us early days, 
associated with the building up 




Sankara Mattham and of 


Veteran Stage Actor feted 




College, and one who combined so much 

himself, passed away i 


Shri S. R. Kasturi, the pioneer and 


good work in 








doyen of dramatic activities in Bombay 


He was 76 


* 


Bombay recently. 

for several years the Vice-President ot tlu 

‘Shanmukha- 




* 




was felicitated at a function got up recen- 
tly at the Shanmukhanda Hall (I Floor j by 
a Felicitation Committee 


Sabha and a Trustee of the 
nanda Hair and 
respect and affection. 


which included 


commanded universal 






Sri Shaumukhananda Sabha, in collabora- 

on his 


tion with ‘Nrityasindhu, Bombay 


completion of 50 years of useful 
staging dramas of high popularity. Many 


service in 


Condolence 




i . * 


4 




At a joint meeting ol the Managing 
Committee and the Board of Trustees of 


speakers, which included Prof. T.V. Rama- 




nujam, Dr. V. Subramanian. the 

industrialist Shri Ramakrishna Bajaj^l 

Nawab of Palanpur and Shri R. Srinivasa 
Rao, who was a 


eminent 


the Sabha, a condolence resolution paying 


the 


* 


great qualities of 


glowing tributes to his 


* 


t 




head and heart was adopted. 1 he house 


with Kalaima- 

rich 

veteran actor- 


co-actor 


mani Kasturi for 




mark 


observed a two-minute silence as 


many years 

and glowing tributes to this 






So did the large 


of respect to his memory. 

number of members of the Sabha present 

held 




■i 


cum leader of this dramatic 


■» 


r t 




Kasturi has been 


serving Sri Shanmukha- 
nanda Fine Ans & Sangeetha Sabha for 

we)i 


at the twoday monthly programme 
in April. 


over three decades with single-minded 


S. 
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Cultural Scene in Karnataka 


By 


T. B. NARASIMHACHAR. Bangalore 


i 


An unusual programme arranged during 


with a chairman to coordinate the views 

on diffe- 


the third week of March was a ihree-day expressed by different speakers, 
seminar on KATHA-KEERTAN (Hari" rent 


■f 


aspects of the subject, like the histori 


katha), sponsored jointly by the Central cal perspective, 


thematic variation, form 


the local and changes, entertainment and 


m 


Natak Academy and 




communi- 
cation potential, and future of the medium. 


branch of the Bharathiya Vidya Bhavan, 


with Dr. H. K. Ranganath of the Bhavan, 
as the project Director. It would be rele- 
vant to recall in this connection that, way human urge for story-telling has sublimated 

in 1964. the practitioners 


Dr. R. Satyanarayana pointed 


out that 
a natural 


what was originally essentially 


of the art itself 


into a spiritual expression 


and in the 

process, has become a multifaceted perfor- 
Karnataka did hold a conference at Hampi ming art form also, by incorporating 

music histrionics and even a semblance of 


* 


o; Harikatha (Keerthankars) from all over 


in connection with the fourth centenary 


dance into its format. 


celebrations of Saint Purandaradasa. But 


were 

some speakers sugges- 


participants lively moments when 


4 


the 


in l tie present instance. 


letters and a dozen oi so men and women 


selves to meet the needs of contemporary 


from different walks of life 


like family 
planning, women’s emancipation, untoucha- 

bility and other such socially relevant 
subjects. 


couple of keerthankars thrown in 


with a 


perhaps for formality’s sake. 


Katha Keerthan 


Demonstrations 


The meet was inaugurated by Prof 


A. N. Moorthy Rao, and presided over by 


On the practical side of the project, 


Dr. G. V. K. Rao, Sant Bhadragn i Kesava 


there were short katha performances in 


Das gave the keynote address. 


Each day ( ; 


■ 


in 


J 




there were two academic 


sessions in the 


Govind Khare o Pune 
arathi), Ammula Viswanatha Bhaga- 


(Kannada), Dr, 


i 


* 


« 


ich eminent speakers like 


mommas in 


Dr. M Chidanandamurtbi, Dr. R. Satya- 


narayana, Prof. M. P. L. Sastri, Dr. 

Dr. A. N. Shaninu- 


T. S. 


Sastri 


a 


r ■ 


f 




Kesha vadas 


(Tamil) and Bhadragin 


* 


Pro ; C N. Mangala, Prof. S. K. 


(English), which demonstrated the unity in 


* 


Ramachandra 


Rao, Dr. D. Anjaneyalu, 


except perhaps 


diversity in this art form 
for the Malayalam form. 


Hi 

i B. V. K. Sastri and others participated, 
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The entire programme was planned 

Mukund. 


V. Krishnamurthi, who was 

the Vice- 


Sri P. 


and directed by Bangalore S. 


present in his capacity 
chairman of the Central Academy and 

S. K. Ramachandra Rao pertinently 


who has devoted himself over a period of 


nearly four decades, to the study, theore- 

intricacies of 


Prof. 

observed that it should be left to the Keer- 

thankars themselves to decide what 

revitalise the Harikaiha 


tical and practical, of the 


Carnatic, Hindustani and Western 
is considered an eminent musicologist. 

prolific composer. The utility 

course cannot 


steps music 


should be taken to 

form and restore it to its original glory, as He is 

and wishful resolutions ot such a music appreciation 

track minded intellectuals can be gai 




no amount of pious 


by expe- 

instrumentalists and vocalists 
demonstrating the several subtleties. 


nsaid, as it was su 


by single 


the content 


bring about basic changes i 




and presentation of 

folk medium. Dr. G. V. K. Rao, Prof. 
A. N. Moorthy Rao and Swami Rangana- 

Ramakrishna 


<* 


Drama 


In recent years Bangalore has witnes- 


thananda, Head of 


Mission and Sri C. Subrahmaniam (Ex- 


nuraber of amateur 


sed the re-birth of a 


Finance Minister) stressed the need for Kannada drama troupes 
turning our attention from God above to dedicated men and 

the God in us. odds and struggling 

interest. Under the leadership of ‘Sutra- 
dharah these troupes got up a 12-day 
festival of Kannada dramas with financial 

assistance from the State Natak Academy. 
To add substance and meaning to this fes- 

also arranged. A 


maintained by 
women against several 
to evoke public 


Music appreciation 


The Indian Institute of World Culture 
held a ten-day summer programme o 
music appreciation (Carnatic music), for t j 
the benefit of those who are interested but 


seminars were 


workshop, exhibition of theatre 


poster 

models, photographs, and books on dra- 

were also 


know pretty little about the intricacies and 


subtleties oi of our musical system It was 
so planned as to enlighten the average 
music-lover regarding the origin and deve- 
lopment o music in terms of sound, 
Nada, vibrations, vedic chants, rhythm and 
tempo, seven swaras, development of ragas 
culminaling in Venkatamakhin's 72 Mela- 


nias (including sale 
arranged. 

formed troupe 4 Bimba' presented a week 


Apart from this festival, newly 


long festival of street plays on 
house basis 
taking these plays to the doors of the 
audience as they are enacted in the streets 

Though financial y 

not attractive, these street plays do serve 

attention of 
modern 


an open 
serve the purpose of 


karta scheme, the astonishing 


variety in 


of residential localities. 


I 


ragas producing 
emotions, art of composers, foundation 
South Indian tradition by Purandharad 
its consolidation and development 
Trinity, different traditions developed i 

regions of South India 
in Veena, instrumental variety and 
music in Bharathanatyam 


* f 


f 


the purpose of drawing the 
asa, citizens to the current trends in 

they do with burning 


o 


by the plays, dealing 
the social problems 


in 


especially 


Karaanavami festival 


wealth, 
comparison 

music- quite the organisers provide musicians 

value year after year, with the 


There are at least four venues 


with Hindustani and Western 


of star 
inevitably 


•A comprehensive syllabus. 
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repeated presentation 


and artistry. Two institutions, 

But this year the audience response even and Tyagaraja Gana Sabha exclusively 
for top artistes was generally and surprisin- 


devoted to programmes by local artistes. 


gly poor. This indicates a trend 


even in the celebrated their anniversary with miti-fes 


monthly concerts held by the two leading 
Sabhas of Bangalore, the Bangalore 
Gayana Samaja and the Malleswaram 
Sangita Sabha. 
have had to show excess of expenditure 
over income in their annual accounts 
speaks for Use if, as these alone provide 
programmes of top artistes both 
within and outside the State, it is grati- 
fying to note that T.V. Sankaranarayanan 
from Madras and Neyyatinkara Vasudevan 

from Trivandrum have caught the imagina- 
tion of the local music 
proved very popular, by 


some senior 
vidwans and vidushis and conferred titles 


on 


The fact that these sabhas 


Dance 


During this quarter, 

Bali and Sonai Mansing gave delectable 
from Bharathanatyam recitals and displayed 


former s masterpiece 
Andal’s Pasuranv Knnaa 


their artistry 
was of course 

Kanden 
polish and 

buffi and have in her programme. Both were held at the 
their originality chowdiah memorial hall. 




i 


4 


Tozhi). Sonai Mansingh displayed 


precision and lot ot originality 




Cultural Scene in Bombay 


By 


DR. SULOCHANA RAJENDRAN 


T. Rukmani (Violin) and Vellore Rama- 
bhadran (Mridangam) in April was one of 
the memorable events. A packed audience 
sat enraptured as the musician invested his 

reverential feel of the Raga- 
bhava and the Sahityabhava, leaving no 
nuance to chance but infusing eve 
neatly into the musical fabric 
he left, the violinist took over to spin 

The pace generally in 

vilamba suited the selections, some fresh, 
some old time treats ‘rejuvenated*. 


There Is a passionate concern for tra- 
dition, yet a freed cm for improvisation at 
every 

any that avant garde might incite. Pure and 
penetrative is how one could analyse 
D- K. Jayaramams music. 


It is original, still away from 


* 


music with a 


ing 


There is no concert of his, like that of 
his sister D. K. Pattammal’s, which does 

gems 

of krilis of grand old vaggeyakaras as well 
as versatile contemporaries, 
there is absolute rapport on stage and the 
audience, there is least cause for distur- 
bance. or distraction. 


And where 


# 




an 


not enlighten the rasikas on the rare 


* 






And where 


Devam Bhaje 
Kartikeya Kamalekshana 
(Valaji), the 
enthusiast Srivatsan 


t j 


i i 


* 


* t 


Sivasutha 

latter of a contemporary 

and Dikshitar’s 
Sri Subrahmanyo 

DKJ gave at the Shanmukhananda Sangee- (Todi) were among the compositions 
tha Sabha with stalwart accompanists, a refreshing aura. 


* 






Enthralling DKJ 




* f 


It is no exaggeration that the concert monumental piece 


1 4 


with 




Not only had tbe ala- 



Where Ramachandran ravished in 
too fast-paced phrasing, the young violinist. 

Mysore Nagaraj, stepped in 
ease and soothing calm 
telling. 


spontaneous elegance emanating 


indepth evocation, the 


from an 

gave the vinyasa a totality. 


were equally 


If the soul-stirring Lalitha, ‘‘Hiran* 

to 

Biianavaralichi 
Brovumu'’ (Kalyani), with a near-tight- 
rope walk swaras, brought them over to a 
technique-poised dialogue for the vocalist 
and the violinist. With Vellore Rama- 
bhadran's impeccable artistry and exquisite 
participation at all levels, the concert 
remained an excellent experience to cherish* 


if 


inayim 


Perhaps it was Nagarays 
ranee on the Bombay scene. But he 
tainly carried the day with mature artistry 
and fine accompaniment. Sure to scale 

One 

Ramachandran *s understan- 
ding of Niraval in a concert, which showed 

proportion this time. He could 


appea- 

ccr- 


4i 


high if he does not settle into a rut. 


up in g 

still be discreet in 


swaraprastharas as a 

numbers 


profusion of these in so 


The lecture-demonstration that D. K. 
Jayaraman attempted 


does tilt the balance. 


asam 


revere- 


Trichui Narendnin has certainly 


come 


nee he had for 


♦ 


t 4 ' 


LU 


His 


a 


way as a mr 
i revealed his 


n 


However, he remained better 


a . 


mettle while his 


a performing artist than a speaker on 


as 


spoke of his 


music 


concert experience. 


V. Ramachandran 


x 


x 


s Powerful Music 


x 


It was again a packed house that 


The Dramatic element 


through another cutcheri when V. 


Rama- 
with his 

evocative music, 
open-throated rende- 


Just how much of drama is allowed 
in dance ? Apparently 


no dance exponents 


stentorian vocalism and 
Though at places his 


guru would agree to any drama 


in 


dance. But what 


is happening in the 

ique is taking a 

to dominate 


rings reached 


a 


H^PH^^^^piear-noisy volume and 
required some mellowed modulations 
well with his musical ideas, 

general was 


dance ? fhe dance techni 


to go 
> the concert, in 
standard 


the field, 
dance ? And 


All for a better projection of 
an easy visual appeal too ! 


of a high 


with 
graces and 


emphasis more o 
evocative depths. 


Whereas a traditionalist would stick 
subtle evocation, 

is more deep and innate and all the 
difficult to master, 

so called innovative punch draw inspiration 
from dramatisati on 


to 


A couple of kritis he 
unnaru 




brought to light 

■ “Enduko 
(Kalyani) added 
The alapanas of 


4 I 


3 


more 




(Sahana) and 


exponents with the 


manasukaragadu 


nee 




weight to the fare. 


for which episodes 


Sahana, Kalyani 
raga of the 


and Kirvani. 

evening, were remarkable 
Mui! expansive delineation 


the 


major rom mythologies and 


puranas come in 
as good material for Sancharies. 


succinct rausi- 


Add a touch of ‘Lokaruchi’ 


) 


cal ideas and finish 


you have a 


S 


capsuled presentation. 
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dance Khamas Swarajathi 




it 


3 


recital where drama element 


was predomi- meerude 


*3 


«* 


Ananda Natanamaadinar 


ft 


> 


nant against the backdrop of dance 


(Purvi Kalyani) and excerpts from Krishna 
was it Bharata Natyam as claimed. It Karnamrita sloka were among the note- 
could, however, go well with the type of worthy numbers 
Bharatha Nrithvam now made popular by 
Dr. Padma Subramaniam. 


* 


S. R. Kasturi 


It was a proud moment for the Shan- 
mukhananda Sabha when its Vice-Presi- 
dent Kalaimamani S. R, Kasturi, was 
felicitated by sister organisations 
Sindhu and others for his services to 
theatre. One of the highlights was 
Tyagaraja" put on boards by the Matunga 
Dramatic Club, where Kasturi shone by 
portraying the saint and singing the bard’s 


Overemphasis 


The danseuse 

i 

Mangalore Nrithya Vidya Nilaya, is more 
favourably placed compared to 

A compact orchestra unit — her 


Rao of 


/ 


many of 


* 




t 


her tribe. 


ia 


sisters, Nirmala Manjunath and Shailaja 


t 


Madhusoodhan provide Nattuvangam and 
vocal support respectively with an overall 


supervision by her father U. S. Krishna 


Rao, himself a dance guru. 


It is more 


And Sandhya 


The Nartan School of Dance 


won 


i 


has all the attributes and potentialities 


to 


Away from the din and bustle of the 


are, fire, fiex- 


rise up to a top exponent 
ions 


city limits, against the sylvan settings of 


expressions and grace. 


But all these 
become chimerical in the overdramatisation 


3 


the Rang Manch, and with a huge poster- 


sylhouette of Lord Nataraja. the presiding 


she seeks to impose on 


her enunciation 


deity and Dance overlooking the open-air 


And the Lokaruchi slants sheer i 


theatre, the Natran School of Classical 


.1 


(graduation 


Her recital under the aegis of 


Bhuia- got up 

bhai Memorial Institute and her own 

at the Jhaveribhai 


i 


Bharata Natyam and Kuchipudi styles 


dance institution 


towards the close of March. 


Sabhagriha was full of drama and 
wished she 


one 

her histrionic 
impulses and concent* ated on Sathvikabhi- 


The Dikshanth, in popular parlance 

had a 

an examination 


naya. 


n in 




J 


Equally trendy with 


that it combined 


**. \ 


flexions, Viji Prakash of the Rajarajeswari 


evaluation of the graduates-to-be in public 


and conferment of 


33 


fhcerth 


Bharata Natya Kala 

short visit home {she resides at Los Angeles launching them thus 
proved that she could mix a good measure forum, More. Just as there were the Estates 
of drama and yet keep the dance techni- 
que alive and dominant. Besides, she 

maintained a coherence of expression. 


#1 


on her 


3 


3 


f * 


of the Realm viz.. 


the 


(Church), the Lords Temporal (Royalty), 


the Commons (Laity) and the 


estate (Press), invested with all the political 
powers for the conduct of the affairs of 
the Nation, there were here a Guru, an 


In the concert she gave at Patkar Hall 
fqr the Atmagnana Jyothi Sabha 







With 


from Gujarati verses 
f Bombay Kala Sadan orche— 


mostly were 

tically evaluate and conduct the support o 


and also the fourth 


artiste, the cognoscenti 
estate to cri 
the convocation. 


herself conducted the Nattu- 


of a 


with the grace and poise 


vangam 


Mukund 
rendered the Gujarati 

melodious 


Arangetram 


New Style in 


as 




hoary tradition of 

hold Arangetram before learned 

and 


Bansari 


ra 


It used to be our 
the past to 


and sloka with envious 


verses 


informed 
i and have an on-the-spot criti- 


masters, gurus 


ease 


1 


cognoscenti 


the 


evaluation of the numbers 

Reviving the idea 


Quite pertinently did the 
Shri C.V. Chandrashekhar Principal, 

point out to 


cal 


debutants performed 


Guru, 


the dedicated, dynamic dire- 

Smt Smitha Shastri, in 
with the present day democratic 


f 


of the past 


College of Dance, Baroda 






ctor of Nartan 


the Dikshanth as 

beginning of a phase where learning 

for performing and 

no end to 


t 


tune 

traditions, included the public too 


just a 


reached a stage set 


fhe debutantes oi the 3rd Dikshanth 


There was 


just did not end. 
learning, The others in 
Kumudini 


r 


the panel were 
Kathak exponent, 
the Surbahai 


showed a quiet romise in 
exptession. 

Alarippu to 
While language 
in Sabdam and Varnam, the 


The repertoire ran 


Lakhia, a 


Nilofer Kapadia 


egam 

Padams Virtuoso and yours 


t 


did not pose any problem 


Book Reviews 


OF MUTHUSWAMI DEEKSHITAR : AN ANALYSIS 


COMPOSITIONS 

By K. R 




lege, 


- t 


Madras 


Rajagopaian, Department of 


Pages 24+38 (Xerox Copy) 


Tambaram, 1982. 


I, Amongst 
Dikshilar is the 


Arunachala Kavi lived and sang 


Sri Mulhuswami Dikshitar (1775 
A D), was a great luminary and a many- 

scholar of great 


this 


o 




v 


only 

corpus of songs, nearly a thousand, entir- 
ely in Sanskrit. Sanskrit, the language of 

of meditation and the language of mantra- 

Dikshitar. who 

naiurally as 

are moulded 


faceted pc 
eminence 




i 


of massive 

f 

devoted Upasaka. He lived 


y 


larship and a 
in the golden age 

■ 2nd half of the ] 8th and 1st half of sastra^^^HHppH 

expressed himself in it. 


of Carnatic Music, during 




c.:me unbidden to 


the 


as 


great masters like 


19th Centuries, when 


the lark in its trills. His songs 


Syama Sastri. Maharaja 
Todi Sitaramayya 


r 


i 


Tyagaraja 
Tirunal, 

Govinda Marar 


classical style, displaying deep scho- 


1 


in the 

larship (in many of his songs 


Shatkaala 


he calls him- 




Vadivelu brothers and 
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beauti- and the Kalafchetra Qjtarferly. The present 

list of Dikshitar's Kritis was 


i- 


0 


v 


%0 


* 


m 




fully-worded and roun 


at the Birth Centenary Confer- 

at the Music 


and richness oi 

of such a 


produce a sump’uousness a 

A study and appreciation 

Dikshitar does require a 
and scholarship. The 

Scholar, the late Dr. 

whole 


of the composer 


ence 


fare. 


Pandila-Kavi as 


of this useful 


Tn the preparation 




renowned 

V. Raghavan, has 
mahakavya (published, Madras 1980) i 


Rajagopalan has 
of the monumental wort, the 


composed a 


made use 


in 


• San gif a Sarafiradava P'ad/irsini (Telugu) of 

„ Sri Subbarama Dikshitar, 15 volumes of 
Dikshitar ICesrthanatftala by Sri A. Sundaram 


which the author has pressed into service 


oi Dikshitar himself. 


con 


and local 


textual references of the songs, 
anecdotes. 


Iyer, rare 


t 


Academy Journal, the 


issues of the Music 
Special Number of the Bulletin of the 

National Centre for 
Bombay, edited by Dr V. Raghavan and 

S. Ramakrishnan. 


of 461 authentic 

of Dikshitar by Dr. K. R. Raja- 
Professor of Statistics in the 


Here is an analysis 


Performing Arts 


» 


songs 


gopajan 


the expertise of Dr. T 




Madras Christian College. Members oi the 


The tabular columns present, at a 


of this College 
have been for sometime now interested in 


* 


the 461 songs in the alphabetical oraer 
with information about the Raga, Tata, as 

also the name of the deity sung and the 

The 


the study of South Indian music and in 


the application of statistical and computer 


particular sthala, wherever available, 

brief life-sketch of the 


methods to that study . 


himself has already proved bis mettle as study includes a 
a pioneer in this sort of inter-disciplinary 
study. He has been presenting interesting 
papers since 1965 like the one on the scien- 


interesting aspects of 


composer, and other 


the four Ragamahkas 

Subrahmanya 


his compositions 
the ten Group - kritis on 
Navagraha, Navavarana, Siva, Rama etc 


4 




tific theory of tntropy or ‘ H ' or infor- 


mation, as an 


* # 


analytical method applic- 




with the Raga -name 


An 


1 1 


) 


* 


of Tyagaraja’s Kritis. 
aspects of Dikshitar and his Kritis. All 

been subsequently pub- 
well-known journals like the 


and useful Tables ot the Mela and Janya 


* t 


and on the many 


by Dikshitar are also app- 


ragas handled 
ended. 


these papers 


i. 


nave 




A GREAT POST -THY AGAR AJ A COMPOSER 

Ramanathapuram Asthana Vidwan 

Higginbothams, Mount Road, pp 


Compositions of 


l i 


C* 




Srinivasa Iyengar. Published 




. 165. Price Rs. 22.50. 


In the great sishya parampara of Saint 


Poochi” Iyengar (1860-1919) 
unique place. He was one of the earliest 
pupils of Patnam Subrahmanya Aiyar, 
while Tiger Varadachariar 
Iyengar (alias Vasudevacharya 


it 


Thyagaraja, some musicians 

posers and enriched the content of Carna- 
tic music with their Krii 

Ramanathapuram Srinivasa 


shone as com- 


Of these 


4 


f 


under his 


were to come 


i 




addition to the previous 


* 




Hailed as *Chtnna 

Patnam Subramanya 


tutelage in later years. 
(Minor) Thyagaraja 


and also a 


unpublished compositions 

Raga Lakshana FCramam 

himself. 


prepared by 
notation is 


H 4 


% 


t£ 


* 


inent disciple of M an am- 




r was a prom 


composer 


buchavadi Venkatasubba Aiyar, a 


scion 


authentic, since it is based 


on 


and disciple 


the great 




■ 


manuscript of the composer 


* 


an erudite 


Poochi Iyengar was 


a great 


Apart from the familiar tana 


well versed in the sangita sastra, 


varnas 
Hindolam 


accomplished platform 

Vai- 


has varnas 


m 


this volume 


* 


iand Devamanohari. There 

Danikorikeny 


When Konerirajapuram 


Ananda Bhairavi 


musician. 

dyanatha Aiyar was asked to 
tain point in 

replied, “I am 

and ask Poochi Iyengar 


t ' 


a cer- 


is a lovely Pada Varnam 
in Vasantha 


fa v 


he 


of music 


Of the kritis, pieces in 


4 


I 


only a gayakha (musician) ; 


, Kannada, Bilahari, Maga- 

, Natabhairavi, Nara- 

JP 

d Kaiaharapnya, are beauti- 


He is a 




Swa*aranjini 


* * 


go 


ranji, 




who will 


vidwan 


lakshana- 


lya 


a an 


3 


also 


Poochi Iyengar 
the method of raga alapana and 




enlighten 
learnt 

pallavi from Maha Vaidyanatha Aiyar 
through the efforts of Pandidurai Thcvar, 

the SethupathTs 




you . 


* 


The Todi kriti 


as well 


raga lakshana 

‘‘Satatamubrova 


* 


1 I 




4 


commemorate the 

in New 

Some kritis have elegant chittas* 


to 


coronation of King George V i 


Vaidyanatha 
disciple of 


brother, 
another brilliant 


Delhi. 


Aiyar was 


wararas. 


* 


For the first time, we have 
prehensive and authentic edition of all the 

available compositions of Sri 

notation 


a com- 


Javalis which are coveted 

have 

in Kapi 

The 


Of the spicy 


Pallavi items in a concert, we 


post- 
some rare pieces 


■* 


‘Poochi 


ti 


like “Vaddanine 

Chenchuruti. 

include those in Lakshmisam 


publi- 


Srinivasa Iyengar in 

shed by Salem D, Chellam Ieyngar, the 

of Salem Duraiswamy lilting t; lianas 




and “Sarakumera” tn 


illustrious 

Iyengar and a leading 

The music world should be greatly 

C. V. Narasimhan, l.C S. 


disciple of the com 


, Sindhubhairavi 


(Kapi; and in Natakurinji 


rare one in Kamavar* 


poser 


aud Hindolam and a 


The 


i i 


i in tala Ragavandhanam. 


dhini 

vadichindhu” in Anan 


(former U. N. Under Secretary) for taking 


Nava- 


I ■ 


extending financial aid for 


* 


much effort and 


ragas and the 




m nine 


this publication which is a mu 


treasure ratnanav 


other valuable 


raga lakshana chart 


trove. 


are 


pieces in this handy and comprehensive 
volume. 

music lover's library 
staple diet to students of music 


i 


Though there are two slim volumes of 
his compositions 

Music Academy, entitled “Rare Composit- 
or Patnam Subrmanaya Iyer and Ram- 

1958 and 


place in every 


It should find a 


published by the 


i * 






Ik 




musicians 


4 


ions 


fv 




nad Srinivasa Iyengar etc 

recently “Compositions of Sri Ram- 

, containing 35 


and scholars alike. 


in 




in Tamil considerably 

the volume 


more 


of the composer 
enhances the 


ti 


nad Srinivasa Iyengar 


by Veena Vidwan SriN. C. Partha- 


pieces 
sarathy, the 


N. R. 


present volume contains i 
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Hypertension-The Silent Killer 




Exhibition on 




An Exhibition on Hypertension was 


Dr. V. Subramanian, Pres : dent of Sr 
auspices of Shanmukhananda Fine 


organised under the joint 


Arts Er Sangeetha 


Sabha, welcomed the Hon. Minister and 
and the National other distinguished guasts. He conside- 
red the occasion as a great privilege 
to the great institution to provide service 
to the community at large through Medical 
Services, continuing educational pro- 
The exhibition was inaugurated by grammes and exhibition of this type. 


Medical 


Shanmukhananda 

Lions Club of Sion 
Council on Hypertension (India:, in the 

first floorof the Shanmukhananda Hall on 


the 30th April and 1st May, 1983. 


Dr. Lalitha Rao, Minister for Health and 


Shri Jamnadas G. Devi, the Presi- 
dent of tne Lions Club of Sion, and Dr. 
Jayshekhar Jhaveri 
National Council on Hypertension (India 

also spoke on the occasion. 


% 


I 


Family Welfare, Govt, of Maharashtra, on 
the 30th April, 
she spoke at length on the need for det- 


In her Inaugural address 


President 


ot the 


t 






ecting high blood pressure in the early 


f 


•tages, as it becomes extremely dangerous 


at a later stage. She urged regular checks 


K 


N. Parameswaran, 

by all persons at all ages for detection Shanmukhananda Medical Centre, 
and cure. She complimented the Shan- 
mukhananda Medical Centre for taking 
the initiative in orgarrsing 

in Bombay, which 

use to 




# 


prop- 


posed the vote of thanks 


The Exhibition was seen later by 

than 40CQ persons and around 1000 
sons were 

by the doctors of the Medical Centre. 

N. PARAMESWARAN 


more 


per- 

examined for blood pressure 


will be of immense 


public at large. 
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Letters to the Editor ( Continued ) 


Ragas l r o«gotten 


have used this Hindustani type of 


this is 


a modern innovation, 
the liberty of converting the 


They take 


it is common 


that 

number of kritis of Sri Thyagaraja has 
been lost to us and of the 600 odd aval 
table in print only the text of several of 
them are known: the dhatu of these has 




: pieces, particularly of Thyagaraja 


to either 


the Hindustani Kapi 

Dikshitar luckily has escaped unhurt i 

this. 


or straight Durbar. 




Thyagaraja was a great master in 
using a raga appropriate to the text of the 
song. Who knows the kriti “Inta Sowkhya- 
mam ’ could give a greater depiction of its 
artha bhava in the old Kapi than in the 
Hindustani version in 


not come \o us although the raga names are 
given. 

in Ghanta and Kapi ragas. 
some other raeas like 


1 refer in particular to the pieces 


Ghanta, like 

and 
folk 


Navaroj 

Kurinji, has been absorbed from 
music. This raga is freely heard 
vata mela programmes in Melattur. 
are two pieces of Dhikshitar in this raga 
of which * Sri Kamalambika 
Navavarana kritis) is known to 
rendered authentically and correctly bv 
hardly a few. Nearly 

Sri Thyagaraja’s are available 
no one knows the original mettu. 
galam in Ghanta is known to a few. 


it is sung 


m Bhagha- 

There 


today. 

be sung to better purpose in old Kapi than 
in Durbar as heard today. It is a delight 
to see how a small change in the eduppu or 

a small twist in a phrase makes a world of 
difference to 


Nithya Roopa” could perhaps 


*4 


J? 


(one of the 


some but 


a Thyagaraja Kriti 


Why 


a dozen kritis of 


change the raga ? 


m print but 


A man- 


; am told that 


reverence to tradition 
used to be so high in the olden da\s that 


any change from the original 
dered blasphemy and sin. 
when money rules 
very few having at least 


i consi- 


The case of Kapi 


In this jet age 


Kapi is an old raga (22nd Mela) 
a distinct shape and structure 


with 


eve 


tng 


are 


Of the few 


pieces of Dhikshitar 


Venkata- sce what was old and if possible 


only one 

chidap in rnanipravatam is known to 
few and is a good 


to recap- 
exception are 
to further the 


M 


I f vidwans without 


ture it. 


a 


this, institutions claiming 
cause of sangita are indifferent. 


representative piece. 


If 


one sees the structure of the 


raga he will 
understand how easy and tempting it is to 
slip into Durbar 


1 am sure 


there are still human links 


with old gene- 


or even to Kunada. 
wit 1 , the gradual admixture of Antara Gan. 
dhara and Kakaii Nishadha 


But 


in out-of-the-way 

Will they come out with the 
ntic versions 


villages. 

correct authe- 


it gained 

greater attraction in javalis in the course 
nearly a century and has slowly 

Senior musicians 


of these ragas and bring them 


of 


to the knowledg 


of the interested 


crept into 


few 


C 


kritis also 


through various 


forums 


and get them 


Dikshitar and Thyagaraja 


could 


recorded for the benefit of 


never 


S. PARTHASARATHI 
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